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INTRODUCTION 
The Baroque era harbored the earliest and finest 
examples of solo sonatas. This term "solo sonata" meant 
an individual movement scheme, containing material with 
a thread of continuity, producing intellectual coherence, 
variety, and imaginative stimulation. 
It was in Italy that the new Baroque spiritual at-
mosphere of culture and intellectual freedom was created. 
It was also in 16th century Italy that the reformation of 
bowed instruments occurred with the ve~J first beginnings 
of the musical drama. Recitative required accompaniment, 
and there was a need for interludes or ri tornellos. A 
new direction was at once given to musical and mechanical 
inventiveness. Ingenious persons suddenly turned to the 
composition of pure instrumental music. Of these instru-
ments, the most important were the members of the violin 
family. So it Has that the violin and its many musical 
.forms had their birth and perfection in Italy. 
The rapid improvement or perfection of these instru-
ments was due mainly to three Cremonese houses, Amati, 
Guarnerius and Stradivarius. This in turn reacted on ex-
ecutive skill, the art of violin playing, and the art of 
violin composition. Thus, it was dUe to the great violin 
I 
virtuosos of the period~ Corelli, Veracini~ and Tartini, 
that the prominence of the voice of the violin had its 
beginning. 
It is through the form of the Baroque Solo Sonata that 
the tone and techniques of the violin were nurtured and 
developed. It had to its credit, the technical knowledge 
and expression of musicians, who in their own right~ were 
the violin virtuoso artists of their day. The violin 
sonata proved to be the greatest medium for the acclamation 
of their technical achievements. It is not only enlighten-
ing~ but fascinating~ to be able to trace and study instru-
mental compositions that were created by men who themselves 
were artists of perfection in that medium. 
It is difficult to trace the development of the solo 
violin sonata from its origins through 1750 according to 
the growth of its form. The reason for this is that the 
Baroque sonata never actually achieved a long-range standard 
form during this period. It was carried through a series of 
trends such as a three and four movement for.m. As the sonata 
was the only musical outlet for the expression of the violin 
solo (until the late Baroque development of the concerto) its 
enormous literature shows many deviations from a standard 
formal pattern. 
Even more important than formal structure, is the growth 
II 
of violin technique from its early simplicity to late 
Baro~e virtuosity. This can be seen through the chrono-
logical study of the Italian Baro~e composers, and their 
expression of the form o~ the solo violin sonata. 
III 
CHAPTER I 
BACKGROUND T 0 THE DEVELOPHENT OF THE 
EARLY SOLO SONATA 
Before' an analysis of the first appearance of the 
sonata, it is necessary to consider the general state of 
music at the beginning of the Baroque era, which prompted 
'the need for solo instrumental f orrns. Baroque music is 
characterized by the innovation and development of the re-
citative and concertato styles. Through these styles solo 
singing and virtuosity became an important factor in music , 
and the concertato style brought the desire for hearing 
contrasting elements between solo and instrumental groups. 
Through the bel-canto style, the solo line became primary 
in importance, and through the ini'luence of the new and 
expressive stile ray,yresentativo, quieter and more flexible 
instruments became popular. In Italy, the violin became 
the substitute for the voice , and so the need for a form 
of music to express the beauty of the new solo instrument 
grew. 
From these reasons, it is very easy to understand how 
and why the sonata forra found its earliest traces in a vocal 
form, namely the French Chanson of the e ar ly 16th century. 
The chanson was originally a vocal polyphonic and contra -
--
2. 
puntal piece constituting a clear sectional structure with 
an element of contrast, such a A A B, A B B etc. During 
the early 16th century this chanson form reached a new high 
in popularity in France. It not only dominated the vocal 
realm, but was occasionally arranged for voice and instru-
ment, and lute or keyboard instrument alone. 1•1igrating to 
Italy around 1.54-0, this vocal form became a strictly in-
strumental one. Its first step in transference, as early 
as 1523, was to the organ. Around 1.580 it became an in-
struraental ensemble form. The forms were then called 
"canzona d' organo" and 11 canzona da sonare 11 • 
As early as 1560, the violin began to take its place 
in instrumental and vocal music of the canzona type for.m, 
though its importance was still subservient. It appears in 
1 
works like Giovanni della Croc~' s series of ·"Sonate a 
- 2 
cin qu.e 11 1 1.560; Floriano Maschera's 11 Canzoni da Sonare a 
quattro voci", 1.557; and Andrea and Giovanni Gabrieli's 
"Concerti... contenenti musica. d!. chiesa ••• ", 1587. The 
main characteristic of this canzona form was the many short 
1 Kapellmeister at the church of St. Mark at Venice; also 
a pupil of the famous Renaissance organist Zarlino. 
2 Successor to his teaCher Claudio Merulo as organist of 
the Cathedral of Brescia. 
contrasting homophonic and lightly contrapuntal sections. 
These sections were usually polythematic, with free ex-
pressive parts, and they often formed a series of variations. 
They were entitled "Partita" or "Capriccio". Around 1600 
the ensemble canzona was often lalown as "Sinfonian or even 
11 Sonata" . 
The actual word "sonata" was introduced into musical 
terminology through the use of the expression 11 da sonar a 
o cantare" in 16th century titles. Even as far back as 
1486 it was used to designate instrumental ensembles through 
the title "canzona da sonal~e" . The instrumental canzona also 
showed the imprint of the sectional ricercare , particularly 
in its fugal opening3 • The canzona was not as directly 
chordal and homophonic as the chanson and ricercare, nor 
are its melodies as distinctive and regular. It has less 
imitation than the ricercare, and is more organized in 
balance and pattern. 
The canzona around 1610 displayed a free contrapuntal 
and imitative texture . The melodic material consisted of 
short motive-like phrases with many repeated notes, usually 
of the pattern J l J 
• 
Because the long- short-short 
3 The ricercare was an imitative and non- imitative piece for 
ensemble, lute or organ, popular at this time • Its fugal 
and sectional characteristics made it the direct predecessor 
of the fugue . 
rhythmic pattern was so common, and almost stereotyped, 
the opening for virtually all instrumental mu sic throughout 
.this earlier period, contains it . This again strengthens 
the relationship between the chanson and canzona forms. No 
great ~hythmic diversity was present in this canzona type, 
though rhythms tended to be more lively, and note values 
shorter than in the ricercare form. The prevailing metri-
cal unit was the qu arter note , thus producing a moderately 
fast tempo . The melodic character was largely in scalewise 
fashion. The canzona was not greatly concerned with parti-
cular instrumental mediums and the parts were not conceived 
with an instruraent in mind. 
I n the later 16th century, the canzonas were character-
ized as one movement pieces which fell into a number of 
short sections . Each section usually consisted of either 
five to ten bar groups , or four to twenty bar groups. The 
sections vlere in contrasting styiL.es, alternating between 
slow homophonic and faster fugal sections . Its significant 
feature was the reiteration of the thematic material from 
one section to another. 
Around the end of the 16th century, the multi-choir 
practices of the Venetians turned the instrumental canzona 
into a brilliant concert for.m. It now consisted of more 
sharply defined contrasts between structural divisions. This 
was ac~~eved through differences of texture, register, 
color, and meter. 
After 1630 there was a tendency to decrease the 
number of sections and extend each one in length. Thus 
the movement consisting of 45-65 measures, has grown out 
of the 6-10 measure fragments of the canzona. With this 
innovation, the ensemble canzona developed into the solo 
and trio sonata. 
The canzona4 around 1610 was often written for a 
varying number of parts. "A dueu, which consisted of t1 .. 10 
-
written parts, was often referred to as the "solo" 
sonataS. One part (the upper one) was for the solo in-
strmnent, and the lower line was for the basso continuo. 
The basso continuo or basso seguente, originated in 
the late 16th century6 • It consisted of sharps and flats 
added under the written basse line to indicate major or 
minor thirds and then figures to indicate harmonies. The 
accompanist would 11 realizen or fill in this part on the 
4 Sometimes called the 11 sonata". 
5. And will be considered as such in this paper. 
6. Originated by organists accompanying motets from a 
separate bass part. 
5. 
6. 
keyboard (occasionally a theorbo7) and usually added to 
this would be a quasi-independent or doubling string-bass 
instrument (a violone or violoncello). The first complete 
compositions in this form, for solo violin and basso con-
tinuo are found in Giovonni P. Cima's 11 Sei senate per 
stromenti 11 , Milan, 1610, and in Harini's "Affetti I1usicali •• 11 , 
opus I, Venice, 1617*• 
In general , the solo sonata form became a note against 
note style composition of a largely homophonic texture, 
with a predominance of s ca.lewise pas sage work and instru-
mental figures. In contrast to the earlier canzona form, 
there was a lengthing of the melodic phrases so as to 
achieve more melodic expression within a period structure 
of mostly 4 to 8 measures. Thus the importance of the 
melodic line created greater rhythmical variety and a 
larger melodic range. The note values, which, were pre-
viously quarter notes, now ranged from sixteenths to half 
notes {the half note most usually prevailing). This gave 
the character of a slower tempo to the new solo composition. 
Gradually there grew a cons~iousness of the particular solo 
7 A short archlute. 
7~ Ref. Riemann, 11Handbuchker Musikgeschichte 11 , Vol.II 2, 
p. 9.5, 100. . r 
instrument for which the part was being written, which 
created a tendency toward more melodic expressiveness. 
It even brought about the use of phrasing marks occasion-
ally in the solo line. 
The for.m of the new sonata was very similar to the 
older canzona. It still employed the multi-sectional form, 
but with greater contrast between the sections. With the 
consciousness of writing for a violin, new figurations 
such as the tremolo, wide leaps, higher positions, multiple 
stops, pizzicato, and scordatura8 made an appearance. We 
will see the gradual use of these techniques in later 
analyses. 
It would be interesting here to note what the 18th 
century theorists thought of the changing concepts of the 
term "sonata", from its earliest association with instru-
mental music. Two Baroque musicians , J. Gottfried 1.Yalther9 
and Johann Mattheson described the sonata as being a serious 
artistic piece made up of alternating Adagios and Allegros 
and intended for instruments, especially violins. J.J. Quantz 
in 175210 distinguishes between six instrumental types of 
8 Unusual tuning to facilitate difficult passages and 
multiple stops 
9 In his uMusikalisches Lexicon" of 1732, p.571 
10 In his "Versuch einer anweisung die Flote traversiere 
zu spielenn , PP • 234-237 in Schering rep. 
8. 
the period; concert, overture, sinfonie, quatuor, trio and 
solo. The sonata is included only as an alternative name 
for one of the headings 11 Q;uatuor oder Sonate 11 • Jean-Jacques 
11 Rousseau briefly describes the difference between the 
Sonata da Chiesa and Sonata da Camera (to be discussed in 
Chapter III), but bemoans the surely transitory popularity 
of the sonata which has replaced the finer beauties of 
vocal music. 
The early perfection of the violin as an instrument 
was the one secret to its supremacy in Baroque music , the 
reason behind the development of the solo sonata as a solo 
Violin sonata. As already mentioned, composer-violinists 
developed side by side with its art, producing compositions 
or sonatas with the architectural technique of a pure 
instrumental piece. The violin sonatas of the Baroque 
period, are not only concerned with the achievement of the 
art of abstract musical form on a large scale, they are 
also responsible for the achievement of the art of violin 
making, and the perfection of the art of violin playing . 
It is for this reason that the sonata was for a long time 
almost completely monopolized by violinists and writers 
for the violin. 
11 In his uDictionnaire de Musique", 1768 
9. 
The basic element in the evolution of the violin 
sonata were the remarkable instruments of men like Amati , 
a master craftsman whose instruments were in the hands 
of the greatest and most sensitive virtuosos of the day, 
whose technical and musical expressiveness was transformed 
to their compositions whiCh served as a biography of their 
skilled achievements. 
Thus, the violin was first used as a substitute f or 
the voice , and later as an orchestral instrument . Finally, 
it emerged as a solo instrument, expressed in t h e music of 
the sonata form. 
CHAPTER II 
THE PREDECESSORS OF' THE BOLOGNA SCHOOL 
(1600-1630) 
EXuberance and virtuosity characterized the early 
composers of' the sonata f'orm. One of' the earliest ex-
amples we have of the removal of the violin to a higner 
sphere of composition is a set of sonatas by Giovonni 
Battista fontana (died 1630) who was actually the found-
er of' violin music. Eleven years af'ter his death, in 
1641, the Venetian editor Reghino published a collection 
of Fontana's 18 sonatas of which the first six were for 
violin solo and bass accompaniment. The f'ollowing note 
preceded the edition. It reads in English translation: 
Il Si@10l Giambattista Fontana has been one 
of the most singular virtuosos in the art of' 
violin playing which our age has known, not only 
in his city\]3resci~but in venice, Rome, and 
finally Padua, where his swan died unf'olding the 
most marvelous sweetness of his harmony. 
Fontana's sonatas illustrate clearly the transition 
1. 
between the ttcanzona da sonare" and the new sonata f'orm. 
l To Paolo Quagliate (1555-1628) is traceable probably 
the first solo for violin11 It was called "Toccata" 
and had an accompaniment for large lute. 
10. 
They are multi-sectional, each section in contr•asting 
character to its pr•evious one. The many-voiced fugal 
character of the canzona, howe vel", was giving way to 
the emergence of a solo line and a continue style. 
11. 
This is clearly illustrated in a seven sectioned C major 
2 
sonata by Fontana which, though melodically not 
beautiful, displays sudden outbursts of violinistic 
technique, particularly in the use of fast sixteenth 
note figures. 
The three sectioned (or movement) form became quite 
standard several years later, during the begi:Lming of the 
Bologna School, yet Fontana anticipated this trend in 
3 
another C major "Sonata per violino 11 This sonata is in 
three parts. The P~"ts do not have actual divisions nor 
tempo indications, but a cadence, and the change in the 
rhythmic character of the notes or their meter creates 
these three parts and separates their contrasting 
characters. For example, the note values l n and ~ 
characterize the first par·t, assuming a tempo moderato: 
2 Apel, "Historical Anthology of Music, No. 198 
3 Torchi, 11 L 1arte :Musicale in Italia, Vol. VII, pp. 92-96 
~ 
12. 
I I . . 
" 
-
~ ~ I 
I 
I 
. 
\ \ \ -f1. + + I \ I \ v 
' .. · . 
. 
In the middle of this first rlsection the meter changes to 
a 3/3 time, and the note values become lengthened, creat-
i ng a broad Largo tempo for twelve bars, which is followed 
by a recapitulation of the opening motive 
section with a V- I cadence: 
• . 
. 
4 
1- ~ T \ \ v \ 
f\1\ \ 
I 
'-l \ I \ I r 
I 
\ 
ending the 
I 
\ J 
\ \ 
4 A form approaching the fi r st movement classical S onata 
form, A B A• 
13. 
The second section does not serve as a contrast to 
the previous section although its main rhytr~c unit is 
a quarter and half note for 20 bars. Suddenly there is a 
brilliant passage of sixteenth notes creating the awaited 
touch of contrast: 
... ~+++ ,~. ~._t~-t"__ _. 
\ ~~ -
I 1 1 _l 
-e- , 
-r \ I \ ~ 
.. -6 
~ 
\ 
This contrast is further heightened by a repeat of the 
middle 3/3 section of the first movement, preparing the 
mood of the simpler and nobler third section. The third 
section is a direct recapitulation of the opening 18 bars 
with an additional six bar coda. Thus the complete form 
of this early sonata is 
A B A C B A 
~
A B.: A 
The harmonic content of Fontana's sonata is quite 
characteristic of this earlier period. There is a use 
of mostly I, IV, V chords. Occasionally a VII chord is 
1.4. 
employed and hints of a II chord are present. The modu-
lation involved is only to the dominant G major, in the 
two 3/3 meter sections. 
An import~!t factor in measuring the development 
of the solo sonata is the recognition of the violinistic 
technique presen t in this early example. The Fontana 
son ata is written clearly for the first position, as the 
highest note which is used (and that only once) is a 
B~ , occurring only in the 3/3 interludes, denoting the 
use of the fourth finger of the highest string E· How-
ever, it seems strange that there are so many passages 
which fit so perfectly into the t h ird position, and 
prove to be so awkward in the first position, that it 
seems possible to the present writer that the limitation s 
of the violin, even in its earliest exampilies, exceeded 
the first position: 
( tf) (3) ( .2-) . ' (1/ 
u \j \iftJ f 
15. 
No bowings are marked and probably few slurs were used 
by the performers. No bowing difficulties are present . 
The earliest emancipation of the violin as a true 
solo instrument, through the introduction of the idea of 
ornamentation (with the tr•ill), came through the son atas 
of BiagiQ Marini (1597-1665). Marini was a composer 
whose excellent writ i n g and feJ•tile i magination did much 
to influence the music of the later 17th century. :Marin i 
was born in Brescia and died in Padua. During his earl y 
life he held the positions of Kape11meister of the 
cathedl:•als at Vicence, and at Dusseldorf , but his latel"' ~ 
and more i mpor•tant position was as composer and first 
violin in the service of the Dulce of Parme. .Among the 
pieces he composed were a "Romanesca per violin o solo 
e bassi", "Arie madrigaldi e corrente" (a gay ser ies of 
dance airs for violin), and "Capriccio per suonare a 2 
violiniU Altogether he composed 36 sonatas for viol in 
solo, and two violin s ru1d cello. 
Along with Fontana, Ucce1lin i and Legrenzi (to be 
mentioned later), Mar i ni was a leader in organizi n g the 
sonata i n to a well-defined soc cession of moveme nts. Marin i 
employed the fo r m of' t he progressive canzon a as well as 
being considered the founder of the solo violin l i te r atur e. 
16. 
He was one of the top violin virtuosos of his day, and 
his position in Dusseldorf was held by him for over 
twenty years. The excellence of his technique displayed 
itself in his emancipation of the violin as a solo in-
strtunent. Thr ough the introduction of ornamentation 
into his music, the trill became part and parcel of his 
melodic lines, and a new addit i on to the art of violin 
playing was made. Marini's "Romanesca per Violino solo 
e Basso se place", 1622, is the earliest known solo 
5 
composition for violin displaying a trill. This t ype 
of ornament was refe i'red to as "maniere lombarde" and 
consisted of a trlll over a held harmony, in wh ich the 
notes belonging in the harmony are shortened in length: 
Of further importance is Marini's use of the tremolo, 
as it appear s in his "La Foscarina" from his first work 
6 
"Affetti Musicali", Venice, 1617. 
5 r ef. Wasielewski, "Die Violine", appendix 
6 Thus the use of tremolo in Monteverdi's opera "Il 
Combattimento di Tancrede e Clorinda", 1624, is not 
the fir•st example, as is commonly believed. Ref'. 
Rie::mann" Hand~buch der Musikgeschichte, II 2, 
P. 100 for Marini tremolo ex. 
17. 
This introduced into violin music the realm of double 
and triple stops_. or two and three note chor·d writing, 
7 
which fur·ther aided the evolution of violin technique. 
Triple stops are clearly revealed in Marini •s "Capriccio 
per sonare il Violino solo con tre corde a modo di Lire" 
(the continuo accompaniment to this example is thr oughout 
nearly superfluous): 
·~ \J ,-y- ~~, ' 
\l ·i j \!- #J I § iJ ~Jp ~:I iji II 
Marini's first work "Affet·ti Musicali", con tains 
.. 
two pieces which he entitled "Sinfonie", both of which 
are scored for solo violin or• corne tt with basso continuo. 
Subtitled "La Orlandina" and "La Gardanatt respectively , 
these pieces form the groundwork and miniature form of 
the violin sonata, and serve as a link between the many 
sectioned canzona and the evolving sonata. 
7 Introduced in his "sonate, Sinfonie, Canzoni" of 1629. 
8 Riemann , "liandbuch der JYiusikgeschichte", II 2, P• 102. 
8 
' 
18. 
9 
11La Orlandina11 is a five sectioned work, each 
section ranging from 7 to 16 measures, with a duple 
meter in two sections and a triple meter in thl:•ee. The 
tempos vary greatly from slow to very fast. The composition 
JO 
begins in a homophonic style with a very lyric melody. 
The metric unit is a half note, yet the combinations of 
half and sixteenth notes appear already within the first 
eight bar section. This section represents the source 
of the sevel"al rhythmic motives which appear in other 
sections. Such as bars 1 and 2 appear in section 4-bars 
2 and 3, but reversed. Bar 5 is developed in section 2 
and appears as the last bar of section 3. It is also 
modified in bars 2,3, and 4 of section 5: 
l L ) C..l"!:lo ~ .... -2 ----.._ . b .. 
. 
. 
I \ I l.:X: .. n ' I ' \ ..... ~~ 
./ .::- '"""\ 
-
I \ 
1 \ I I \ I 
9 Riemann, ibid. pp 96-99, Sinfonia "La Orlandina" per un 
Violino o Cornetto e Basso se place. 
10 Marini's multiple-stop polyphonic technique is not yet 
intr·oduced into this wol"k. 
19. 
Sec.t. 5' 
Technically this composition is not too difficult 
and does not transcend the B on the E string, placing it 
i n the first position . 
11 
If La Garda.na" comprises the same basic construction 
of 11 0rlandina", yet diffel"·s in one respect. In "Orland.ina" 
the bass was carefully integrated with the solo voice, and 
in "Gardana" it mer ely forms an harmonic background to a 
12 
solo line of true importance. As Riemann describes it, 
this composit i on shares a tendency towards diffuse passage 
work without real h armonic nucl eus such as appears in 
the Cor elli sonatas. The importance of the solo line in 
11 Riemann, ibid., p. 99 
12 Riemann, ibid, P• 99 
20. 
"Gardana" is enhanced by the use of smaller and faster 
rhythmic motives, which again grow out of the first section: 
Together these two compositions comprise an &ven 
greater importru1ce. No other instrumental works, display-
ing solo monody are yet known of in the years immediately 
13 
following the Camerata's first achievements, leaving 
these examples the first representatives of solo instrument-
al monody discovered. 
Another interesting example of Marini's work which 
displays the typical sonata character of the pe:r:Lod, is his 
"Senate per il violino per sonar con due cordell, venedig, 
13 Shortly before 1600. 
21. 
14 
1626 or 1628. This sonata is divided into six parts. 
Parts 1, 2, 3, and 5 contain the meter 4/4, part 4 combines 
3/4 ru1d 4/4, and part 6 is in 3/4 time. As is characteris-
tic of not only the sonata but its kin the canzona, each 
of the sections is of con trasting ch aracter and techniques 
and each seems to serve as a cataloging of different violin-
istic skills. Section 1 contain s a very melodi c ~~d slow 
character ru~d employ s several scale-type passages . section 
2 introduces t he double stop technique. Again scalewise 
passages appear in section 3, first slow and imitated by 
the con tinuo, ru1d then faster concluding with a series of 
trills which are followed by t he "calm after the storm"--
13 bars of half notes. Thus Marini creates three contrast-
ing elements within one section, exemplifying the tendS11cy 
of t h e ear ly sonata fol"rn for quick change s of moods. 
section 4 consisting of eighth notes, employs a new 
violinistic tecm1ique, this time in bow control, with the 
skill of jumping and crossing strings. Rhythmic diminu-
+- · 
... lon :. bringing on a greater speed is present i n the fifth 
section where the rhythmic idioms are tr·ansforme d 
14 A· Schering , "Geschichte der Musik in Beispielentt , 
1931 
22. 
from rn n The final 
section shows further contrast through dot ted half note 
rhytbns, and Maril'ii ties up his work with a combination 
of all of the previous techniques used. 
A few years after the impact of Marini 's teclh~ical 
achievements, violinists arrived at the idea of producing 
gradations of tone on the violin. By 1627 violin technique 
had progressed extremely rapidly. Double stops became a 
cor:tlli"'l.Oll idiom and the e·xtensi on to the third position was 
often employed in music. 
Composers such as Ta:r·quinio M:erula (1623-1652) and 
:Mi che l-Angelo Verovio (same pe.riod) were probably the 
earliest composers responsible for the introduction of 
these technical idioms into violin music. Merula, was 
violin soloist at the Church of Cremona, and later became 
Kapellmeister at St. Marie - Majore in Bergame, his native 
city. He was first to establish violin technique, in his 
"concerti spil'i tuali n, 1628, which contain s a series of 
violin sonatas. Verovio, who lived in Rome , introduced 
,. 
into violin tecrmique the new "agrements" of mordant, trill, 
a.Ild tremolo in his book "Revoluzion del teatro musical 
ita.liano". 
< 
The founder of the vlolin vil"tuosi ty of this period is 
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carlo Farina (c. 1595- c.l650), who published a collection 
of violin pieces wh ich are lru1dmarks in the history of 
violin technique and the solo sonata. Farina, who was born 
in Ma:ntua, was an excellent virtuoso himself. He held the 
honored position of solo violinist in the service of the 
Elector of saxony a±- Dresdin., We owe to him the ear•liest 
examples of solo writing from the pen of a virtuoso 
violinist. With the iru1ovation of the use of tone dynamics, 
Farina made a remarkable attempt at tone painting on the 
violin through the use of vel"Y simple subjects, thus mark-
ing the beginning of the idea of program music. He writes 
for the third position often, and employs a considerable 
variety of bowi ngs, double-stopping and chords. In 1627 
15 
ru1d 1628 a collection of his Pavanes, Galliards, 
Courantes and Sonatas were published. 
The range of the violin soon increased and composers 
went beyond the limits of the third position. one of the 
first extensions of the instrument's capabilities is dis-
15 The Pavru1e-Galliard grouping was the predecessor of the 
Passamezzo-Saltarello, and later the Allemande-Courante 
combination which pr•eceded the fixed suite form of 
Froberger. 
played in t he Canzoni o~ Marco Uccelini (c. 1605-1667). 
uccelini was Kapellmeister to the Duke of Modena. Credit 
is due him for having developed the powers o~ the bow in a 
mru1ner be~ore unknown. He not only increased the use of 
a greater variety in bowing, but extended to t he realm 
of the sixth position of the violin. An example of the 
new violinistic and for·mal tendencies of the solo sonata 
is the second sonata of Uccelini's "Delle Sonata over 
Canzoni da farsi a violino solo e basso continuo", opus 
16 
5, 1649. The new tendency towards the longer extended 
section or movement is present in this sonata, producing 
a smaller number of sections. This work is divided into 
four parts a_r1d is essentially monothematic. Section 1 is 
44 bars in length, section 2, 65 bars, and section 4 1 41 
bars. There is an exception to this trend in his third 
section where he resorts to t h e old technique o~ a short 
section which breaks o~f after six measures. To create 
this new extension of a movement, uccelini used several 
devices. Through the sequence he could repeat a fairly 
long phrase which he allowed to dissolve i nto rwu1ing scale 
figures. The feeling of leng th is also enhanced by the 
16 Riemann "Old Chamber Music~~ vol. IV 
skillful use of cadences which fall mainly at the end of 
a section rather than thr·oughout, alway s giving a continuous 
moving feeling to the movement. This work is one of the 
first to have had separ ate movements, (indicated by the 
cadences) an d it served in establishing the form of the 
son ata in the years following 1649. 
Nicholas 1 Kempis (c. 1610-1660) likewise contrib-
uted to the extension of t h e individual movement, and his 
works contain a type of movement that was becoming increas-
ingly independent. In number 3 of his "Symphonies for 1, 
17 
2, and 3 Violins", 1644 we find the same basic structure 
which appeared in the Uccelini sonatas, a four sectione d 
worlc , each section in contrasting meter and technique. 
The sonata movements are now beginning to t~~e on the char-
acter of slow-fast-slow-fast movement alternation as is 
displayed in this sonata by~ Kempis. Section 1 is in a 
broad duple meter consisting merely of a broad lyric 
melody and its repeat. Section 2 immediately contrasts 
with a fast duple meter and a development of a short 
rhythmic nioti ve of "1 !' rn n J--rl . The motive 
17 Riemann, ibid. 
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of section 3 is similar, and developed in the same mannEr, 
yet the meter is now triple and a five measure extended 
cadence has been added between this and the final section 
which is in a fast duple time and again a variation of' 
t his motive. The work cont ains a great deal of sequential 
treatment (a populru."' leng t h ening device) and a s killful 
avoidance of' cadences except at t h e e nd of' a section, as 
in the works of Uccelini. All of' these factors also be-
come co~non property during the years f ollowing 1649. 
Other interesting features can be seen in Sonata 11 
from this collection. Again, a f'our movement form, this 
time in slow-fast-fast-slow order, displays idioms which 
were becoming common to violin technique. These i nclude 
scalewise passages in the four th movement, arpeggiated 
groups in movement 2, an d the introduction 
rhythmic motive which gives t h e feel ing . of triplets, (an 
awakening to the Gigue movement that was soon to become 
lS 
popular with corelli, Tartini, and particularly Bach). 
18 Example from Riema..'1.n , "Handbuch", II 2 p. 156 
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In 1676 a set of sonatas by Giuseppe Colombi (1635-
1694~ were published for two violins and bassetto. The 
reference to "Bassetto 11 is interesting . This accompany-
ing instrument was probably a small violoncello which most 
of the great Italian makers made together with larger ones. 
It was Colombi who succeeded Bononcini {whose f' ather was 
opponent of Handel) as Kapellmeister to the Duke of Niodena. 
It is ~t this early part of the Baroque era that the 
greatest group of violin virtuoso-composers who firmly 
established the violin sonata, gathered in the city of 
Bologna, Italy. 
CHAPTER III 
THE FOUNDERS OF THE BOLOGNA SCHOOL 
(1620-1650) 
The Bologna School, so named because a group of 
prominent violin virtuosos and composers lived in Bologna, 
was responsible for the importance of violin music and the 
growth of a new characteristic style in the early BaroqQe 
period. Its main contribution to Baro~e music was the 
taming of the new-found exuberance and extremes employed 
in the earliest examples of violin music. In place of 
this new and fast growing technical display, the Bologna 
School introduced an expressive, more noble style into 
music, with a greater emphasis on lyricism ·and a richness 
of feeling. The perceptible growth of this art of expression 
made progress towards the definition of central ideas in 
music1 • Along wi t..h. this, a greater mastery of the instru-
ment 't.Vas shown by the addition of a fe -vr different extreme 
~ 2 features such as col legno , scordatura , and a contrapuntal 
1 The robust bravura style, or "Baroque style" developed 
some\vha t later. 
* Use of bow stick. 
2 Ref. p. 7 
28. 
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t exture betvleen the continuo and solo voice, and often in 
the violin part it self. Of great importance also, was a 
r •.a,;pidly growing facility in dealing with structure, in 
re spect to subject, development, key, and modulation . 
Thus the direction towards formalism, restraint, and elegance 
of expression characterized the music of t he Bologna School . 
About thi s time an imp ortant factor occurred i n form. 
The canzona and the use of its name in violin music finally 
fell out of fashion, and the violin sonatas or 11 sound 
pie ces", beginning t o be touched by real geniuses, assumed 
their t;ypical form, whi.ch was to be used throughout the 
Baroque period, as will be shown. 
It is also important to note that in the accompanie d 
(or solo) sonata. of this period, cello , harpsichord, or 
both were used to form a firm bass and the harmonic equip-
ment . The cello followed the written bass line while the 
harpsichord extempori.zed. 
The Bologna School entered with Bassani, Vitali, and 
Caz§ati. Giovanni Battista Bassani (1657-1716) was born 
in Padua, but spent most of his life in Bologna. He held 
the position of conductor of the Cathedral music at Ferrara 
and Bologna. .He was not only a successful composer for the 
church, theater, and chamber, but an excellent violin per-
former. As organist and violinist, Bassini wrote cantatas, 
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masses , oratorios, and chamber music. It is very possible 
that Bassani was a . teacher of Core1113• His sonatas for 
the violin sho\v a knmvle dge of the fingerboard and bmv 
which does not appear in the works of any other composer 
before Carelli . His opus 5, entitled "Sonate da Camera, 
cioe, baletti , corrente , gighe e sarabande, a violino a 
beneplacito , opera prima, Bologne dodice Sonata a due 
Violini e Basso , opus .5" , published i n 1683, was a remark-
able work. Although 'the s e are not solo sonatas they are 
important as Bass ani displays in them a new, progressive 
sonata form. It consists of introductions and episodes , 
with a clear arrangement of tonic-dominant-tonic- dominant 
sections . His sonatas are lyrical and have a pure , simple 
melody and harmony*. 
The first most noteworthy member of the Bologna School , 
responsible for the rise of important music in Bologna, was 
Mauri zio Cazzati (c . 1620- 1677)4; as Vatielli so aptly 
describes his place in the School :5 
Ref . to analysis in "The Oxford History of I1usic" , Perry. 
Vol . III , P • 346 
It is thought in Rome, that Laurenti was Carelli's master . 
Hov.rever, Bassani resided in Bologna at the time Carelli was 
born, and it is possible that the latter became his pupil also . 
4 Bassani ' s importance is not great as he still showed a past 
restraint in his music. He was more or less the connecting 
link between the two styles . 
5 Vatielli 1 "Arte e Vita musicali in Bologna", Studi e Saggi , 
1927, p . 155 
31. 
I do not say that he (Cazzati) is a true innovator ••• 
as Marini or Legrenzi were, but as £ar as Bologna 
is concerned he is signi£icant as the importer and 
transmitter o£ this very style •••• Cazzati is, in 
my opinion, the direct agent through whom was 
transmitted to Bologna the kind o£ art which had 
its cradle and £irst development in Northern Italy. 
Cazzati, who was trained as a priest, was born at 
Guastella. In 1657 he was made director o£ the Chapel o£ 
San Petronio, and later was elected a member o£ the Phil-
6 
harmonic Academy • Cazzati also opened his Oi-In music 
school in Bologna which £lourished rapidly. Among its 
prominent pupils was Giovanni Battista Vitali. 
The largest number o£ Cazzati 1 s compositions are re-
ligious. They include a 11 Sonate a due violini con basso 
continuo" 1 two works entitled 11 Sonate a uno, duo, tre, 
quattro; e cinque, con alcune per trombau, one suite 
"Concerti et Baletten, and the "Trattenimenti per camera 
dtarie, concerti a balletti a due Violini e violone sa 
piace, con passaglia, ciacona e un capriccio sopra 12 noten. 
Cazzati displayed a great deal o£ variety in his 
sonatas, particularly in his treatment o£ £ast movements. 
6 This Academy, 11Accademia die Pilarmonicin was a learned 
society in Bologna £ounded £or the promotion of science, 
literature, and the arts. It was £ounded in 1666 by 
Count Vincenzo Carrati and included among its distinguished 
members Bassani, Corelli, Torelli, D. Gabrieli, Martinu, 
Mozart, Rossini and Busoni. 
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He used bothmonothematic and polythematic movements. 
His monothematic treatment was very concise and did not 
resort to the customary virtuoso technique. His polythe-
matic movements are in an imitative style and his two 
themes are contrasting, one in the tonic and the other in 
the dominant, a practice quite Characteristic of the 
Bologna School. Cazzati 1 s Grave movements employed the 
use of two or more motives announced successively, usually 
in the manner of a dialogue. The slow movements are in 
Arioso style which unlike most of the Bologna _School, 
lacks in a lyrical line for the violin part. This can be 
seen in the fourth moveDEnt, Adagio., from his C major 
Sonata entitled uA Pezzola 11 7. Note the recitative character 
of the third measure: 
These movements are actually not conclusive as inde-
pendent and theymaintain the open character of the music 
of the earlier composers. Cazzati 1 s string style is still 
7 ed. !-1auritio Cazzati, "Two Sonatas", M. Witmark, N.Y. 
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severe and does not yet exploit the coloristic potential-
ities of the violin, suCh as double stopping, r~nning pas-
sages or broken chords. His style was neutral and restrain-
ed, and all of his movements are in the tonic key. His 
range al1.;ays remains within t1vo octaves, C - C', and oddly 
enough, he has neither the technical exuberance of his 
predecessors nor the lyricism of the rest of the Bologna 
School. Yet his importance was noteworthy as he served 
to introduce the little cultivated solo violin sonata into 
Bologna in a form that was not composed of the multiple 
loosely joined music characteristic of Fontana and Marini , 
but of a distinct and workable four movement or five move-
ment form. In this same Sonata, "A Pezzolan, can be seen 
the five movement arrangement of slow-fast-moderate-slow-
fast. Eachmovement is in the tonic C Major key. The range 
of the entire solo part is from E above middle C to A the 
octave above . The second, third, and final movements of 
this sonata show the already described lack of technical 
exuberance and beautiful melodic line: 
" 
• 
It is important to mention here the two types to which 
the solo sonata conformed dUring the period starting in the 
middle of the 17th century. These two types were distin-
guished through their fi ttne ss for performance i n the church 
or privately (chamber). Hence the names Sonata da Chiesa 
(Church Sonata) and Sonata da Camera (Chamber Sonata). These 
types contained elements of other forms of music such as the 
recitative, aria, and air styles of opera singers, ornaments 
of lutenists, and harpists, and the sicilianos of the folk 
song and pastoral tunes. ~~e main distinction between the 
two Sonata types is the absence or presence of dance-like 
movements in the sonata, the Church sonata refraining from 
dance types, and the Chamber sonata containing them. The 
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Sonata da Chiesa carries over the principles of the earlier 
canzona form with a series of several weighty movements 
usually of a fugal or contrapuntal nature . It usually has 
three separate movements, with a shor t slow movement be-
fore the second and third. Yne first and last movements 
are in fast duple meter and in contrasting character to one 
another. The second movement is in a triple meter and in a 
lyrical and homophonic style . 
The sonata da Camera, on the other hand, contained a 
group of secular movements most of Which were derived from 
dance measures. Bressard in his 11Dictionnaire de Musique" 
8 
of 1703 described this sonata type as being : 
•• • proprement des suites de plusieurs , petites 
pieces, propres a faire danser et composees sur 
le m@me ton; ces sortes de sonates commen cent 
ordinairement p ar un prelude ou petite sonat e 
qui sert d1 introduction a toutes le s autres; 
apres viennent l'allemande , la pavane , la courante 
et autres danses -ou airs serieux. Ensuite viennent 
les gigues , les passacailles , les gavottes, les 
minuets , chacones et autres airs gals, et tout 
.... " ... cela compose sur le meme ton ou mode et joue de 
suite, fo1~e la sonata ~ camera. 
( ••• pronderantly suites of several small pieces, 
suitable for dance and written in the smae style; 
this type of sonata starts ordinarily with a 
prelude or short 11 Sonate 11 which serves as an 
introduction to the others, after which follows 
8 Ref . Pougin, 11 Le Violon" , p . 60, f.n . 
the Allemande, pavane, courante , and other dances 
or serious airs. Then comes the gigues , passaical-
les, the gavottes, the minuets , chacones , and other 
gay airs, and all of these composed in the same key 
or mode and played together , form the sonata da 
camera.) --
During the latter part of the 17th century the se forms 
assimilated with each other to characterize the one sonata 
type of the 18th century (as will be discussed later) . 
The actual names of Sonata da Chiesa and Sonata da 
Camera were not distinctly separated until 1667 when in 
opus 2 for two violins and basso continuo by Giovanni 
Battista Vitali (c. 1644-1692) was published. His "Sonata 
da Chiesa" clearly pointed to its sacred function by omit -
ting any dance movements. Vitali was chiefly responsible, 
however, for the cultivation of the chamber sonata. In 
musical interest his compositions are far superior to tl1.ose 
of his predecessors . His dance movements of the da Camera 
Sonatas are very concise in form and vigorous in character . 
As far as technique is concerned, Vitali makes no real de-
mands on the technique of the performer. Yet , Vitali's 
instrumental strj_ng compositions rank him as one of the 
greatest arti sts before Corelli. As a member of the Bologna 
School , Vitali held the positions of Kapellmeister at St. 
Rosary in Bologna and then to the Duke of 1-'Iodena. He vlas 
not only a virtuoso of the first order, but his sonatas, 
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which marked the triumphant return of instrumental counter-
point to the Bologna School, displayed a brilliant and skill-
ful theoretical knowledge. Hi s numerous works were published 
as opus 10, entitled 11Vari Sonate alla francese ed all' 
Itagliana". This reference to French music points to the 
style being popular out of France; an appreciation of that 
light kind of music which Lully introdUced i nto his operas 
to satisfy the taste of L,ouis XIV. These sonatas , how-rever, 
are not solo sonatas9• 
One of the most prominent contributors to the Bologna 
School was Pietro deglt Antonii (1648-1720). Antonii was 
born in Bologna and died in the same city. Although today 
he is little known, and even less appreciated, he is actual-
ly one of the most i nteresting masters of the Bologna School . 
His solo sonatas were probably the most distinguished of his 
School. His achievements in the development of the solo 
sonata were very great in his t i me , but unfortunately, only 
few of his solo \-Iorks have b een pre served until today . 
Antonii' s sonatas reflected the charm and lyricism which 
characterized the Bologna School. They were the only 
sonatas of the School which bore the title "Sonata a violino 
9 An example of one trio sonata for 2 violins and continuo 
can be seen in Davison and Apel , "Historical Anthology 
of Mu sic 11 , #245 
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solo 11 • 10 These sonatas were also important as that they 
were the·only sonatas of the Bologna School which were 
originally printed in score rather than in part books. 
Antonii was also the only one to make the solo sonata the 
principal, rather• than subsidiary, a field of his activity 
of composing . The number of movements in his sonatas are 
equally divided between four and five . Actually there is 
no certain order between his movements, vd th the exception 
of a frequent opening slow mov~aent and a closing fast 
movement. Antonii did not seem to be interested in the 
usual slow-fast movement contrasts as he sometimes employed 
three slow movements in a row. In some of his compositions 
all of the movements appear in the tonic key, but in others 
Antonii creates a key contrast by using the relative minor . 
The fast movements of Antonii's solo sonatas were in an 
imitative style and Showed a great usage of fragmented or 
episodic structure. Hovrever, he als·o wrote sonatas which 
employed the non-imitative fast movement type , in which the 
theme never appeared in the bass line . Some of his movements 
10 Antonii t s violin collection was entitled "Sonata a 
violino -solo con il basso continuo per l'organo • •• " 
opus iv, Bologna, Monti , 1676. 
are in A B A form. Others are of the virtuoso type with 
a difficult solo voice over a chordal bass. Antonii's 
slow movements are rich in a variety of forms and styles. 
These recitative-like movements are highly expressive. 
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They consist of fragments of melodic lines which are often 
cort..nected by eloquent reci ta.tive-like motives and expres-
sive figurations abounding in grace, delicacy and lyricism. 
Harmonically very advanced in ideas, Antonii employs 
in his melodic lines unprepared sevenths, changes from 
major to minor , diminished intervals (particularly thirds 
and fourths), and a descriptive cadence in which the 
lee.ding tone is suspended but not resolved. Although this 
period of Baroque music was generally characterized by 
harmonic awkwardness, Antonii 1 s harmony showed logic and 
freeness. His harmonic scheme fell l-Iell within the realm 
of major and minor, rather than the modal scheme so common 
to the period. 
The wonderful wealth of Antonii 1 s solo sonatas (opus 4, 
1676 and opus 5, 1686) with their original and noble exclu-
siveness , represents the finest type of chamber composition 
in this golden age of Italian music. The sonatas of opus 5 
were dedicated to the Duke Francesco II of Modena . They 
strictly reserve the character of the Sonata da Chiesa, 
through a basso continuo part which was originally written 
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for the organ, and also through their reserved character 
which was not yet quite open to the richer ornamentation 
and virtuosity of the late Baroque. 
The sixth sonata, in C Major , from opus 5 displays 
a mood of joyfulness and festivity. It contains fottr 
movements in the contrasting slow-fast-slov.l-fast tempos. 
This sonata, like most of Antonii's sonatas, is beautiful 
in its simplicity. ~~e small range of his solo line re-
mains mostly between the notes ~? :' tz • This is 
due to the cornnon early Italian Baroque avoidance of the 
lower registers of the violin. 
The solo voice of the opening Adagio movement dis-
11 
plays Antonii's typical unadorned declamatory style~ 
In contrast to this style, the second movement, Allegro, 
displays a very lively melodic line which still shows the 
sLmplicity of early technique• 
11 P. degltAntonii, "Tre Sonate 11 , Hug & Co. Zurich, 1947, p.8 
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Besides the two named series or sonatas, Antonii pub-
lished two books of dance music for the violin and continuo 
(op. 1 and 3), organ pieces (Sonate e versetti, op. 9), 
chamber cantatas (op. 6}, church music, two books or masses 
(op . 2 and 8), and motets (" a voce sola con Violini a 
Violoncello obbligato"m op. 7), as well as operas and 
oratorios written for Bolognese performances. Antonii 
worked as Kapellmeister at three renowned churches in his 
city; Santa Maria Maggiore, Santo Sterano, and San Giovanni. 
He was also nominated at the age of 18 to be a member or 
the famed Philharmonic Academy, as was Cazzati. 
Following the same general stylistic patterns of Antonli, 
Giuseppe Torelli (c. 1650-1702) also made his mark as one of 
the greatest innovators of the period . Torelli t s slow move-
ments in his sonatas sho~r the same deep expressiveness dis-
played by his contemporary, but unlike Antonii he makes use 
or devices such as the diminished seventh chord and the 
appoggi atura . Torelli's rast movements are more concise, 
and his themes more masculine or direct than Antonii t s. 
Only £our of his solo sonatas survive today. 
Tommasco Antonio Vitali (1665-1747} should also be 
mentioned as one or the most accomplished virtuosos of the 
Bologna School. He was born in Bergamo, and was the son and 
pupil of Giovanni Battista Vitali. He was the fe~ous violinist 
who wrote the Chaconne which Joachim first played at the 
Monday Popular Concerts in 1870. Vitali became head of 
the orchestra at the court of Modena, and he published 
in this city several suites of sonatas for two violins 
and organ basso continuo. Thus through the efforts of 
Bassani, Cazzati, Antonii, Torelli , G.B. and T.A. Vitali 
the Bologna School opened up a new era of defined form 
in violin music , accompanied by a newly-found expressive-
ness of which only a violin was capable. 
I 
CHAPTER IV 
THE MIDDLE BAROQUE SONATA 
(1650-1680) 
The movements of the violin sonata of both the 
begiru!ing of the Bologna School, ru1d the latter part of 
the 17th century, are characterized by one peculiarity 
resulting from a process of growth. This was the 
simplest and most homely means of producing the eff'ect 
of structural balance in a movement by making the be-
ginning and the end of each half of the movement corr•e s-
pond. Even more common was the c orr•e spondence of endings 
of the movements, or repetition of the cadence bars, which 
1 
closely approaches our modern binary form. A variety of 
these binary forms were used through the experiments of 
Corelli, and other composers of this middle period. 
The four movement type of sonata was not yet adopted 
and established completely in the sonata form. · The oldEr 
three movement form was often applied, even in the later 
Baroque sonatas of Locatelli, Tartini, and Nardini. Thus 
1 In modern binary form either a subject reappears in a 
complimentar·y key at the beginning of the movement, or 
it appears again in the latter part, after a worl{ing-out 
section. 
' 
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the violin sonata still maintained its own individuality. 
Howevel", in the many examples of this four movement form 
created during this middle Baroque period, we can already 
see the tendency toward the final establishment of the 
2 
slow-fast-slow-fast four movement form. In Tomrnasco Antonio 
3 
Vitali's "Kirchensonate", Modena, 1693, this form was 
clearly visible. 
During the middle Baroque period, venice, chiefly 
under the influence of Giovanni Legrenzi (c. 1625-1690), 
developed a certain standard structure for the violin 
sonata. This consisted of two fugal Allegro movements at 
the beginning and end of the sonata; two movements frequently 
having identical or related thematic material . A homo-
phonic movement in dance-like triple meter served as a 
middle movement. The sonata of the thr•ee-part scheme was 
frequently enlar·ged to four or five movements by the in-
sertion of shorter Adagios before or after (or both) the 
slow movement. This symmetrical Viennese classical form 
2 In contrast to the stereotyped for•m of the clavier sonata 
which was developing simultaneously with the violin sonata. 
3 An imitative canonic style sonata for two violins and 
continuo • See A • Sch er•ing , 11 Geschichte der Musik in 
Beispielen", no. 241 
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lvas also conspicuous in the sonatas of' the Bologna School. 
Giovanni Legrenzi was born in Bergamo . Serving as 
Kapellm.eister at St. Mark's in Venice, it was Legrenzi who 
remodelled the chapel orchestra in about 1670. He intro-
duced into the orchestra eight violins, eleven small violas 
or "Violettes 11 f'or the second and third parts, two ordinary 
tenors, three viola da gambas , and a double bass. Actually, 
there was little thought about the importance of' the violin 
in the orchestra or chamber group bef'ore the middle of' the 
17th century. In the operas of' Monteverdi and Jacopo Peri 
only one violin was employed. As musical drama improved, 
the orchestra was augmented and the superiority of' the 
violin was discovered. Among Legrenzi's earliest pieces 
for his orchestral combination are his 11 Suonate per chie sa11 , 
16.55, 11 Suonate da chiesa e camera", 16.56, 11Una muta di 
Suonate 11 , 1664, and 11 Suonate 'a due Violine e Violone 11 , 1667. 
All of' these compositions show a good sense of melody, but 
little knowledge of' bow or violin expression. Besides these 
chamber compositions, Legrenzi wrote several operas and 
cantatas as well . Of' his violin sonatas, his opus 2, con-
taining eighteen sonatas 11 a due e tre 11 shares a character-
istic common to the other examples of' the period. This is 
the af'orementioned inclusion of' the contrapuntal element 
in a style that is essentially homophonic. The sonata with 
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Legrinzi, begins to lose or shorten its third movement. 
In his 11La Savorgnana 11 , opus 24, he started a trend which 
changed the enlarged four movement sonata of the time to a 
three movement form which remained popular for several 
years . From the sections of "La Savorgnana" appearing in 
Riemann, it is enlightening to notice the gross amoUl~t of 
- ~hyt~~ical varieties presented in the violin parts, and 
the bass line which is well integrated with the solo voices. 
However , this is a trio sonata and will not be analyzed. 
here. 
It is during this part of the Baroque period that 
the gradual and most significant change took place betl-.reen 
the Sonata da Chiesa and Sonata da Camera forms. The t1-10 
forms beca..~e intermingled and with this fullalgarnation lost 
their separate identities . The following changes occurred: 
In the Sonata da Chiesa , the .first three movements 
remained true to their original conceptions5• The intra-
ductory first movement , CO>ften ending in the dominant , led 
directly to a fast movement in fugal style , which in turn 
preceded a melodic movement , sometimes conceived polyphonic-
ally. It was within the fourth movffinent that the crucial 
4 Riemann, "Handbuch ••• " , vol . II2 , pp . 156-16L~ . 
5 Ref . p . 3& 
change occurred. The dance element, nowfbequently entered 
the Chiesa Sonata by incorporating the style of a Gigue 
into this final movement. 
In the Sonata da Camera it was the first movement that 
showed the Chiesa influence. The Sonata da Camera, like 
its predecessor, the old ins~rUlllental suite, had at first 
6 
a loose organization • Instead of combining an array of 
danc.es into a unified composition, the Italian composers 
left to the performer the task of linking together, move-
ments chosen from each of several pieces of dances . This 
first movement became enriched with the more e:h.'"Pansive 
freely founded movement of the Chiesa style . G.B. Vitali 
was the first to use the form in ~~is manner. The terms 
Sonata da Chiesa and Sonata da Camera soon became i ncon-
gruous, with little or no distinction between them, al-
though composers still labeled their sonatas as one or 
the other. 
The accepted character of the solo sonata, after it 
was no longer typed Chiesa or Camera, is stated in a set 
of rules specified by Johann .Ioachim Q;uant~ 7. Although 
Quantz was a German, and primarily a flutist, these rules 
6 ibid. 
7 In "Versuch einer AnS1veisun~u spielen11 , 1752, reprinted 
A. Schering, Leipzig, 1906, Chap. XVIII, par. 48 
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may be~ conside-red standard for the sonata form. for any solo 
instrument in this period, and even more in the later Baroque 
era. His rules relate to the Character of the threefold 
Adagio-Allegro-Allegro form. Describing the Adagio movement 
8 he states: 
In order for a solo to do honor to the composer 
and performer: l}The Adagio in itself must be 
cantabile and expi'essive. 2}The performer must 
have the opportunity to show his judgment, 
invention and insight. 3) Delicacy must be 
mixed here and there with something spiritual. 
4} One must create a natural bass on which it 
is easy to build. S) A thought must not be 
repeated too many times either on the same tone 
or in transposition; for that will not only 
tire the player, but will also have a sickening 
effect upon the listener. 6} The natural melody 
must at times be interrupted by some dissonances, 
to excite passions in the listener. 7) The 
Adagio must not be too long. 
9 I~ ~eference to the character of the first Allegro Quantz says: 
The first allegro demands: 1) a fleeting melody 
and · somewhat serious; 2) a good connection of 
the thoughts; 3) brilliant passages well united 
to the melody; 4) a good arrangement in repetition 
of the· thoughts; 5) beautiful, well-chosen pas -
sages at the end of the first part, which must be 
adjustable so that one can close the last part 
with them in transposition; 6) the most brilliru~t 
passages must be used in the last part; 7) the 
bass must be composed naturally and must always 
move in a lively manner . 
8 Rm-1en, 11Early Chamber Musictt, Crown Press, N.Y., 1949, 
p. 105, _translation of nversuch einer ••• u ibid. 
9 ibid, p. 106 
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The second Allegro may be either very gay and fast, or 
moderate and arioso. It must be regulated according to 
the first Allegro, wherein it will produce a movement of 
contrasting character . Thus this amalga~ated form became 
ei~~er the three movement form Quantz described, or a four 
movement form of Adagio-Allegro-Adagio-Allegro. 
The assimilation of the S~na~a da Chiesa and Sonata 
.· ... 
da Camera elements can be observed clearly in the sonatas 
of Arcangelo Corelli, (1653-1713). Corelli was one of the 
most gifted and eminent of composer-violinists during the 
entire Baroque period. He was not only the most illustrious 
proponent of the Bologna School, but he gave new direction 
and impulse to chamber music. He clarified and perfected 
a true violin style in his music, within six sets of sonatas 
and concertos, having twelve compositions in each set. 
Corelli was born at Fusignano, near Imola in the territory 
of Bologna, in February, 1653. He received his early in-
struction in composition from Matteo Simonelli, and possibly 
10 from Bassani 
• The earliest important event in his life 
is his visit to Germany in 1680, where he remained for tvro 
years, under the patronage of the. Duke of Bavaria and o~~er 
German Princes. 
10 Though this is doubtful a s Bassani's sonatas are dated 
after Corelli's, ref. P• 3Q. 
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In 1683 Corelll settled in Rome and there he pub-
lished his first set of twelve trio sonatas. In Rome he 
v.ras under the patronage of Cardinal Ottoboni. It was the 
Cardinal who raised Corelli to the high position whiCh he 
held at Rome for su~n a long period. The second set of 
Corelli's sonatas appeared in 1685, giving rise to a con-
11 troversy between Corelli and Giovanni Paoso Colonna 
over the unheard of presence of consecutive fifths in h is 
third sonata. By 1690 his third set of sonatas was pub-
lished, and in 1694, the fourth. This set consisted of 
movements fit for dancing and entitled 11Balletti da Cameratt. 
It was not until 1700, that Corelli's famous solo 
sonatas appeared, sonatas through whiCh he acquired the 
greatest reputation during his lifetime. It was this work 
above all others \bich has influenced the art of violin 
playing. It has been related through Dr. Burney 12 (1726-
1814) that the later Italian violinist Giardini (1716-1796) 
13 
said in reference to these solos: 
That of any pupils of equal age and disposition, 
if the one was to begin his studies by Corelli~ 
and the other by Geminiani or any other eminent 
master whatever, I am sure that the first would 
become the best performer. 
11 Kapellmeister at Bologna 
12 English organist, composer, andmusical historian. 
13 Quote appearing on p. 185 of Hart 11 The Violinu. 
In 1708 Corelli made a visit to Naples. It is here 
that he met Alessandro Scarlatti (1660-1725)14. Both o£ 
these men were the foremost Italian musicians of their time . 
The development of instrumental music , with its new and 
lighter style , is distinctly traceable to them. Scarlatti 
developed the keyboard sonata as Corelli had the violin 
sonata. 
Corelli died in Rome on January 18, 1713. His friend 
and patron Ottoboni was his sole heir to quite a substan-
tial amount of money and paintings. Buried in the church 
o£ Santa Maria della Rotunda , Carelli's marble bust over 
his grave shows the engraving of the opening bars of the 
11 Giga 11 from his fifth solo sonata. 
Carelli's pupil Geminiani, summed up his master's 
15 
creativeness saying : 
His merit was not depth of learning, as that 
of Alessandro Scarlatti; nor great fancy, or 
rich invention in melody or harmony; but a 
nice ear andmost delicate taste , which led 
him to select the most pleasing harmonies 
Bnd melodies . 
14 Hart, ibid, relates an episode which occurred between the 
two composers. At a performance of Scarlatti's sonatas, 
Corelli was embarrassed over publicly performing ~~e 
mvk'!tTard violin music incorrectly. This caused Corelli 
never to play in public again . 
1.5 Burney, "General History" , P• 557 
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Corelli had the added advantage in his composing, or 
possessing exceptional executive skill together with creative 
abilities . As a violinist, Corelli clearly recognized the 
possibility or using stringed instruments in concert with 
better results than his predecessors had obtained. 
The types, titles, and forms of Corelli 1 s sonatas do 
not distinguish betv.reen Sonata da Chiesa and Sonata da 
Camera, but he attempts to make a conscious differentiation 
between the two types through his inst~Qffientation. In his 
Sonata da Chiesa, Corelli specifies an organ for his thorough 
bass part. In the Chamber Sonatas he specifies a bass gamba 
and a harpsichord. As the two forms were intermingled in 
Corelli' s music , he laid emphasis on incorporating the 
flavor of the dance into both genres without calling at-
tention to the specific dance distinctions. This holds 
true particularly for Corelli 1 s solo sonatas, opus 5. 
However, another subtle distinction is present here between 
the t-vm types . Of the twelve sonatas in this set, numbers 
1-6 can be called church sonatas . No. 1 shows the charac-
teristic of his Chiesa trio sonatas, namely a canzon-like 
movement reaturing sections of arpeggios on a single chord. 
Also , these sonatas (1-.5) utilize doublestops quite orten, 
a dhering to the Chiesa practice of contrapuntal voice lead-
.. ing. The violin can thus imitate two voices in the rugal 
. 
53. 
Allegro movements , in which it states both t he sub j e c t 
and the answer through dou ble stops . This c~~ be seen in 
the second movements , Allegr o, fi•om sonatas I, II , and 
IV:l6 
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Although Corelli incorporated the dance i nto his Church 
Sonatas , he did not specify the names of dance titles as he 
did in sonatas VI - XI , the Chamber Sonatas. He merely in-
dicates a tempo and incorporates the meter and style of 
the dance. For example , in the final movement of Sonata III 
only an Allegro is indicated but the meter of 1 2/8 and the 
characteristic triplets , point directly to a Gigue movement: 
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w Sonata V ho11ever , specifies the title 11 Giga11 in its last 
movement . 
The number of movements comprising the first six sonatas 
is five , with the exception of the first sonata vrhich contains 
seven movements , nMlely Grave - Allegro-Allegro- Adagio - Allegro . 
\ 
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The first movement of these sonatas is an introductory 
Grave (Sonata I, II, VI) or Adagio (III, IV, V) containing 
long note values above which Corelli's graces are prescribed, 
- 17 
as the following example from Sonata II illustrates: 
SONATA II. 
Grau. 
6 
17 The graces from the above example are actually by Corelli 
himself as they appeared in the fourth edition to the first 
reprint of the sonatas in Holland, by Pierre Mortier of 
Amsterdam . This edition bears the words "Q.uatrieme edition, 
ou l'on a joint les agr~ements des Adagio de cet ouvrage , 
composez per rvir. A, Corelli , comme il les joue 11 , Thus 
it is inferred here , that the publisher obtained them 
from the composer direct, or through the mediation of an 
artist friend. Joachim and Cbrysander have included them 
in their edition of Corelli 11 0euvres 11 , 1809 , from which 
this example was taken. 
-e ee»£ .. ~ . tt ,.....,. -~ 
_....~ 1111 ~ 
--... 
-
.. 
r ~ .-. -
7 7 4 3 ; 2 l 6 7 , 
-
1::0: P . t.GE DE L . OP . \ DE CO IIELLI 
\)uatrieme edilion de Pierre llortier. d"Amslerda111, ~lee rJ.-.and 
el J. Joachim (AuseHr. n• 4 936 c.). par ~J er 
Thus these introductory movements were free improvisation 
sections in which the notes which are present, serve merely 
as a basis for a series of trills and runs. 
In contrast to the Chiesa Sonatas, the number of move-
ments comprising Corelli's Chamber sonatas vary between 
three and four . Generally , they contrast in tempo and 
texture, but they have no particular form in common with 
the exception of a slow first movement (either Largo or 
Adagio) and a brisk last movement . A variety of dance forms 
are freely incorporated into Corelli' s sonatas , such as a 
11 Gigan (sonatas VIII and I X), Gavotta (XI), Allemanda (VIII) , 
and Sarabanda (VIII) . A mood of gaiety, charm and iightness 
pervade these sonatas conjointly with melodies of supreme 
beauty. Corelli's musical lines are completely unadorned 
57 . 
(with the excepti on of the improvisatory introductory move -
ments) and their careful balance and simple nobility are 
well represented in the themes from the Largo of Sonata IX 
and the Preludio of Sonata VIII a s follov.rs: 
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The dance movements comprise the liveliest sections of 
the Chamber Sonatas , and they contain the majority of the 
small technical difficul ties which appear in Corelli' s 
sonatas . These difficulties do not result from runs or 
18 trills but from arduous string crossings while r e taining 
the short , quick character of the dance movements . Thi s 
can be seen in the " Tempo de Gavotta 11 from Sona ta IX, the 
Allemanda from Sonata VI II , and the second movement to 
Sonata XI: 
- _,_ 
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18 Ornamentations and embellishments such as trills , 
according to the custom of the time , are included in 
an improvi satory manner by the performer in slow 
movements , as already mentioned. The Allegro, due to 
its lively tempo allowed little room for adornment s . 
-59. 
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Sonata XII is an exception to the usual sonata ~orms . 
It is rather a set of variations written upon the old 16th 
century Portuguese "Folia" basso ostinato and melody. The 
·-:-. 
' 
practice of writing variations on an old folk tune was 
common during this period, but occurred more o~ten under 
19 the title o~ 11Partita'' rather than "Sonata11 • Corelli ' s 
19 During this time the basso ostinato, the most cohesive 
and flexible o~ Baroque variation types, constituted 
seven particular themes , all of which stemmed from 
earlier Spanish, Portuguese , and Italian ~olk dance 
t hemes ·• As their popul arity ~or dancing dwindled, 
these themes became rich sources of ma teriaJ. on vlhich 
Baroque composers could use their techniques o~ variation. 
The seven bass themes carry the titles o~ their original 
dance ~or.ms , being Passamezzo , Ruggiero , Romanesca, 
Bergamasca, Folia, Chaconne, and Passacaglia. 
6o. 
variations (like the usual sonata movements) maintain their 
character and tempo contrasts. Unlike the usual 17th and 
18th century means of writing variations an a popular 
melody or ground bass, Corelli clearly stated the Folia 
melody and its bass at the beginning of the sonata. He 
then proceeded to vary both the bass and the melody. The 
technical difficulties encountered in these variations are 
much more numerous than those of the preceding sonatas. 
The appl ication of rapid string crossings is again present, 
but unlike the rest of the group of Chamber Sonatas, double-
stops are present throughout the "Folia 11 • The extension to 
the high F on the E string also marks the growing popularity 
of the use of higher positions. 
Carelli can also be marked as an innovator in sonata 
form. Through all of his sonatas (not necessarily opus 5, 
and particularly opus 3 for two violins and continuo} he 
added a movement at the he ad of the sonata form as originally 
established by Vitali. The movement was of a mixed homophonic 
and imitative style; some containing broad chordal passages, 
and others with lyric melodies. The remaining movements 
conformed to the previous three movement type: 
Mov. 2 (Vitali's Mov. 1)-- fast, duple meter, largely 
contrapuntal 
Nov. 3 ( " 
Mov. 4 ( II 
n 
" 
2)--slow, usually triple meter , 
homophonic 
3)-- contained a new element. 
It was not entirely contra-
puntal, for in place of the fUgal movement, Corelli wrote 
dance tunes of dotted rhythms and syncopations, introducing 
a new lighter more charming character to the last movement. 
The meter still remained fast duple or compound. 
The actual structure of Corellits individual mov6nents 
is often uncertain. As was a general trend during this 
period, he did not accept the formal tunes which made up 
the folk and popular song of the day (with the exception 
of his 11 La Folia"), as primary in importance . When they 
were used, they were part of a Gigue movement , Which was 
the freest and least significant movement of the sonata. 
Some attempts at overall structural progres s can be 
cited in Corelli' s sonatas. In movements which ~vere not 
fugal, the opening bars were immediately repeated on another 
degree of the scale to give a feeling of balance. This 
device is the repeat of a concluding passege from the end 
of the first half of a movement at the end of the whole 
movement, again creating greater equilibrium. 
Corelli used many musical forms in his sonatas , but 
his concentration was mainly upon the expression of a 
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musical feeling rather than on a learned form. His style 
of writing is not as elaborate as that of many of his con-
temporaries but is forceful and complete in its own right . 
Corelli' s fa:tne thus lies in limitation and re.for-.m. His 
artistic purity, simplicity, and balance , founded a norm 
a...."l d model in violin playing which formed the basis for 
the s onata i n the yea:rs that follmved. 
Carelli's solos have , since the day of their publi-
cation served as the classical book for forming the hand of 
the young pra ctitioner of the violin. They have been re-
garded as a most useful and valuabl e collection by the 
greatest masters and teachers of the viol in. Thus Corelli 
not only made a great mark in sonata composition, but he 
successfully accompl ished the task of reforming the music 
of the viol i n , and placing the ins trwilent at the head of 
its r ace . 
A contemporary whose music followed the same general 
style of Corell i , was Tommaso Albinoni (1674-1745) from 
Venice . Albinoni , like Vivaldi 1 was a violinist and a 
prolific operati c composer , having written some 42 operas . 
His chamber music , however, is the better part of his 1-vorks . 
His collection of solo sonatas , whicll was published in 
1700 , had much historical interest . 
Albinoni adapted the four movement plan in his sonatas 
in which the mova.'1l.ents 1-1ere of contrasting style; movements 
20 1 and 3 being slow, movement 2 a canzona .form . , and move-
ment 4 rapid. The second movement continued to be for a 
long while , the most stationary and conventional section 
in the sonata form. It maintained the canzona type in a 
loo se fugal manner, while the other movements continued to 
change. The first movement · grew into larger dimensions and 
cle arex• proportions, even in Corell its own later works , 
attai ning the classical dignity of double bars and repeats. 
Albinoni 1 s style and form can be exemplified in his 
"Sonata. fur Flote (Oboe oder Violine) and Basso Continuo 11 • 21 
This sonata is in the four movement form, contrasting slow-
fast-slovi-fast; a Grave movement in .A minor, an Allegro of 
two parts , an Adagio , and another Allegro in a repeated 
period form, modulating from the tonic A minor to the 
dominru~t E minor . The basso continuo part is well integrated 
with the solo voice to form the duet type sonata. A great 
deal of imitation is present in both the second and fourth 
movements . A very characteristic trait of Baroque music · 
is to be found in the third movement . Through the recurrence 
20 Short alternating sections of contrasting tempos. 
21 Nagel's Musik-Archiv, Hannover, 1931. 
of the rhythmic figure l in the bass , 
the movement approaches a Passacaglia forrr1 . The use of 
connecting motives from one movement to the next is applied 
often by Albinoni, as can be seen from the rhythm 
of the ostinato bass appearing in the fourth movement. Mo -
dulations within movements, a device gradually achieving 
popularity, is employed by Albinoni in his third movement, 
in which short modulations between C major, G major, and 
E minor take place within the space of just a few bars. 
Technically, this sonata is not of an advanced nature 
and utilizes only the first to third positions . Typical 
violinistic idioms are present , such as sixteenth note runs 
of sequences built upon the scale (secondmovement) . 
Thus Albinoni displays the bare essentials from which 
the more difficult and ostentatious techniques of the later 
of the 18th century gre~v . This can also be seen in Sonata 
XII 22• This sonata clearly shows the early spirit of the 
violin technical idioms, such as arpeggios, typical string 
crossings, and sequences . Notice also the infrequent use 
of the lower strings: 
22 T. Albinoni, "Zwei Ka.mmersonaten fur Violine mit 
Bezissertera Bass", Nagel, 1928, p . 11 
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Violin technique was soon to reach its peak with an 
overwhelming rapidity in progress . This goal was reached 
with the composers of the last part of the Baroque period, 
whose sonatas reached their final form to become standar d-
ized during the later half of the 18th century. 
. CHAP'I'ER .. V 
THE LATE BAROqUE SONNI'A AND 'lliE SONA'rA OF THE RO COCO 
(1680-1760) 
Towards the middle of the 18th century , the violin 
sonata took on its definite and lasting form. The final 
amalg&'1lation of the two sonata types, Son·a.ta da Chiesa and 
Sonata da Camera, had by now fil1 mly taken root, with the 
conversion of the last alle gro into a dance movement. Around 
the middle of the century dance titles of t h e sonat a da 
Camera dissolved into character titles. The strict poly-
phony of the Sonata da Chiesa gave way to a freer type, 
l 2 
com,bi:ni ng Italian and French elements. 
However irregularities in form could still be found , 
in several instances, shortly before 1750, although this 
tendency was beo:mmming minimized. In many instances the 
sonata took on the form of the Suite, such as in the Sonata 
3 
in B minor by Evaristo Felice dall'Abaco (1675-1742). 
1 Omission of dance titles denoting pure instrumental music. 
2 The presence of dance-type movements satisfying the French 
love of the d~Dce. 
3 Moffat , 11Kammer-Sonaten", vol. 4, no. 20. Not con tained in 
Denkmaler Ed. 
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This ir•regulari ty appears in the forni of a Gigue , which 
is usually pr·esent as a final movement but in this 
sonata serves as a second movement. Following this Gigue 
is a very short (six bar) Adagio whi ch merely serves as 
a transition between the Gigue and the t wo dance "Passepieds" 
following , In most cases this Adagio would be a more 
complete contrasting t hird movement . A Passepied is also 
a rare occurrence in the violin sonatas of this period. 
Its usage is r•ather con fined to the instrumental suite. 
Dall 'Abaco vvas born in Verona, He held the position of 
Director of the c oncerts of the Elector of Bavaria, 
Maximilian-Em.nlanual . He was an excellent virtuoso and 
composer, e.nd he published in Amsterdam, five very importa.n.t 
works of coi1certos and sonatas for violin an d var:i.ous in-
st rumental accompaniments. His opus numbers I-IV consist 
of solo sonatas only. The most interesting aspect of 
Dall 'Abaca's sonatas is the char·acter• and original arrange-
ment of his movements. Most of his sonatas contain the 
4 
four movement plan. The arr• angement of the movements 
themselves deviates from t h e slow-fast-slow-fast pattern 
L~ With the exeeption of op. 1, no. 6 which has 3 movements 
---
68. 
that has been up to now, the characteristic of the sonata 
fol"'m. Dall ' Abaca is rathel"' i n terested in experimental 
fo rms consisting of dances and basso . ostinat o characters. 
However· , as has been the tl"'end duri ng this centur y , the 
final movement of Dall'Abaco •s sonatas are usually Gigues. 
A most in te r•e sting order of mo vements c an be seen in 
Dall ' Abaco ' s G minor sonata , opus 1 , no. 5 It opens with 
an Andante co nsisting of a dotted I•hythm and binary form 
which he se ems to favor. The second o ovement of t h is 
sonata is a Cha.conne in Allegr o tempo. The Chaconne 
harmonies are _built upon the usual minor chromatic descend-
ing tetra.chor· d, an eight me asur e t h eme which appear s twelve 
t imes in t h is rather• l ong and well developed movement . The 
theme is : 
, C. Cl> l\. . ~ · ,.,... - ........ .. 
~ \ t \ \ 
' 
• • • 
• 
-• 
\1\T ~· 
5 All of t he following examples are from the "Denkmaler 
Deutscher Tonkunstn; II . l , 6 Solo Sonatas, op. I - IV 
-
Buil ding sonata movements upon bas s o ostinato forms was 
quite the vogue during the Baroque period, but in the 
field of solo sonata composition, we find the use of 
Passacaglia and Oh aconne forms centered mostly in Germany. 
This holds true particule~ly with t he sonatas of Heinrich 
Biber. The final t wo movements of this sonata are the 
usual Adagio and Gigue. 
In t he A Major Sonata, opus 4, no. 4, Dall'Abaco 
has again done away with the slow-fast-slow-fast pattern. 
I n fact, his opening movement is anything but the slow 
introductory type . It is "Vivace a puntato", and displays 
the lively vir tuoso Italian idiom of string alternation . 
~ 
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The secon d movement follows in another Allegro ma non 
presto, and the last two , Adagio, Allegro assai. The C 
Major Sonata, opus 4, no. 6, shows t h e arrangement of 
Allegro ma non presto , Sarabanda, Largo , Aria Cantabile, 
and Allegro spiritoso. 
~ 
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The G Major sonata, opus 4 , no . 8 , has completely 
destroyed t h e usual s cheme , by having five movements of 
Al legro , Al legro , Grave , Largo e Cantabile , and Al l egro, 
thereby resorting to the earlier three movement form of 
fast - slow- fast . 
In his solo sonatas , Dall ' Abaco has very carefully 
united the solo:·voice with t h e continuo to actually form 
a duo sonata. During this period the form of cembalo 
sonata with violin accompaniment was also existing . 
Dall ' Abaco unites his two voices through imitation . 
Practically ever y pattern in the one voice is answered in 
the next , for example , in Sonata opus 1 , no. 6, All egro : 
) , '"' _., r, +£ --
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Sonata opus l, no . 7, Andan te: 
-
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sonata opus 1 ~ no. 11, Allegro: 
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Sonata opus 1# no. 11, Largo: 
_l _j_ 
' 
\ \ \ \ 
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The last expression of the Bologna School in the 
solo violin sonata was represented by Giuseppe Aldrovandini 
(1665 or 1673-1707). Aldrovandini was another honored 
member of the Philharmonic Academy of Bologna, ~~d he 
held the title of Kapellmeister to the Duke of Mantua . 
He published only a few works among which was a "Sonata 
da chie sa a tre n. With Aldrovandin i the son ata form 
became more con cise and less variable. As was the trend# 
expressive style became more pronounced through the in-
crease of greater harmonic ru1d melodic vocabulary.~ The 
form of the sonata now approached its final crystallizaUion 
in the nQ~ber, order, and character of t he movements, 
into a combination that persisted through Bach. The nutnbe:r 
· '-· . -· - • .!. ' 
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of movements of this final fixed form was four. The 
order of their tempos was slow-fast-slow-fast. Certain 
key relationships we:re also established. Movements 1, 
2, and 4 were in t he t onic, and movement 3 in the relative 
minor, dominru1. t, or sub-dominant. It could also begin in 
the relative minor and end in the tonic. The first move-
· ment was in duple time., always serious in character, and 
was considered t h e principal movement of the sonata. The 
second movement, in triple or· alle breve meter, was always 
in an imitative, playful, and vivacious style. All fast 
movements (including the final f ourth movement) were 
divided i n to two sections which were equal in length. The 
first section was tonic and led to the key of the second 
section, wh ich was either in the domin ru1.t or relative 
major or minor. It then led to t he return of t h e tonic. 
6 It should be kept in 1nind that there are always ex-
ceptions to set fOI'ms. Movements were often added or 
subtracted btfe the order described herein was the most 
comm.on tendency of t he period. we can see even in the 
trio sonatas of carlo Tessarini (1690-1765), a pupil 
of Vivaldi, a complete group of six sonatas for 2 
flutes 1or violins) and continuo in a three movernel.1.t 
form, .!;!;ach movement was contl"'asting, slow-fast-slow 
and in a dou ble period repeated form. , 
The Largo, or third movement, was the shortest in length, 
but t he richest in harmony. Its form was usually A B B, 
expressed in an instrumental aria consisting of a simple 
sequential melody which led to a broad dignified cadence • 
Harmonically, dimi nished seventh s and neapolitan sixths 
were a frequent occur rence. They were found usually in 
the opening slow movement. Ther·e was a greater use of 
the melodic intervals of t he diminished t h i:r·d, f our th., 
and seven th, and of chromatic chor ds such as t h e augmented 
sixth chor d. 
An important con sideration in the sonata style of 
the later Baroque period is t h e fact that virtuoso dis-
play, greater technical skill, and the pride involved in 
artistic quality, was a gain rising to t he fore ground. A 
new form parallel ing the impor tru1ce of the sonata in 
violin music, became the meru1s of expression of the violin 
virtuosos of this par t of the cen tur y . This form was t he 
concerto, which lent itself more easily to the display of 
greater tecl1nical facil i ties of t h e performers. Many of 
the great vi olin virtuoso-composers either switch ed en-
tirely to this form of composition, or combined it with 
works i n the sonata form. Most pr omi nen t i n t h e latter 
field was ~1tonio Vivaldi {c. 1678-1741) who contributed 
75. 
largely to the development of the violin technique. 
Vivaldi was born and died in the city of venice. As the 
era progressed this city held its significance in be-
coming more manifest in the excellence of composition, 
executive ability, and instrumental manufacture. Venice, 
Brescia, Bergamo, and Mantua are places which recu~ 
again and again in conn.ection with a list of significant 
Italian musiciarls and virtuosos. Vivaldi's popularity 
was won as a virtuoso, and a good part of his writings are 
founded upon this excessive striving for display of 
effects which are striking simply because they are novel. 
As a renowned vir·tuoso, Vivaldi held several important 
positions during his life. In Germany, to where he sou-
journed several times, he was connected with the music 
of the Elector Philippe of Hesse-Darmstadt. He was later 
named Director of the conservatory "La Pieta" in Venice. 
Vivaldi was known chiefly for his concerto 
7 
compositions in which he developed modern violin technique. 
He wrote several solo sonatas in which he combined the 
characteJ•istics of the concerto form with the sonata by 
7 Including solo concertos and con certo grosses. 
displaying these virtuoso elements in them. 
Vivaldi's A Major Sonata, opus 2, displays a work 
that is full tec:b .... n.ical challenge for the soloist. It 
also displays a certain gay melodic appeal that characterized 
the richness of his art. From the very first note of tJ:e 
opening Pr•esto of the sonata, the challenge of broad, fast 
arpeggios rings out, followed by a movement comprising a 
combination of wide leaps, jumping bows, and trills, with 
a theme abounding in playfulness and charm. This A 
Major Sonata is in the four movement form. However, the 
third Adagio movement is merely ei ght bars in length 
and important only to bridge a contrast between the two 
dance movements, Corrente (mov. 2) an.d "Gigatt (mov. 4). 
Vivaldi imrne di a tely be gi n s the sonata in vir·tuoso 
style, with fast appeggios built upon the A Major triad, 
in sixteenth note pattel.,ns. The entire character of the 
first movement is a free Preludio e Capriccio, alternating 
8 
between fast and slow sections. 
8 F. David 11])ie Hohe Schule ••• 11 , P• 20 
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The second movement, Corrente, is most charming and dis-
plays the typical lively spirited Vivaldi melody. As a 
virtuoso movement, it presents the problems of rapid 
string cross i ngs& 
- The t hird movement, Adagio, already mentioned, lacks in any 
melodic quality. The "Giga" which follows is quite lively, 
and is interesting in that it is built entirely upon 
sequences: 
e 
) 
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The quality of Vivaldi's forms and style ranks as 
first rate among the Italian Baroque composers. It was 
no wonder that his works served as the guiding inspir•ation 
to the greatest exponent of Baroque forms, J. S· Bach. 
Among t h e Italian composers whose style an d technique 
is represented in Bach's works, was Francesco Gemini ani, 
(1680-1761). Geminiani himself, was a virtuoso, quite 
renowned through Ireland and England where he had several 
distinguished pupils. He was the pupil of carlo-Ambrosio 
Lunati, and later Corelli. His compositions, of which 
79. 
part were published in Lon don in 1716, are brilliant. 
They consist of twenty-four violin solos, twelve solo 
sonatas (violin and continuo), twenty-four concerto 
grosses, and a series of trios. They are all characterized 
by spirit, vivacity and harmonic variety. 
Wnether Bach actually knew Geminiarli r s works is not 
known, but the possibility seems so evident when we see 
how well the latter's Bb "Sonata a Vio l ino Solo Senza 
Basso" serves as the pr eliminary step to the Bach Sonatas, 
and Par•titas for unaccompanied violin. This sonata is 
in the traditional four movements; an intr·oduction with 
the austerity of a Bach Prelude, a Fugato so reminiscent 
of the second movement of the Bach G minor Solo Sonata, 
a tender Affetuoso, and a lively "Gigatt. The Adagio 
Intr·oduction is composed completely of' multiple half' note 
stops. Only the first two measures are worked out in 
thirty-secon d note figures. It is obvious then, that 
the art of impr·ovisation played a tremendous role in 
Baroque music, as Gsmianiani supplied the harmonic back-
ground and left -the task of improvisation, in the style 
that he indica·ted in his opening bars, to the performer: 
9 Geminiani, "Sonata a Violino Solo Senza Basso", ed. 
Adolpha Betti, IVIusic Press Inc., 1946 
9 
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The similarity to the Bach G minor Fugue is quite evident 
in Geminiani rs Fugue movement. The t hemes are con structed 
in a strik ingly similar manner: 
~----------------------------------------~~----------------------------
Technical display is most abundant in this Fugal movement 
t hrough the presence of two distinct moving voi ces :for·m-
ing a solo l ine of continuous t h irds. 
As virtuoso and teacher, Geminiani contributed a great 
deal to violin technique through his treatises nThe Entire 
New an d Complete Tutor for the Violin", and "The Art of 
E. 
'A-
1>-
G-# 
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Pl aying the Violin", Lon don , 1740 . I n t he " ••• Complet~ 
Tutor ", Geminiani expounds the most fas c i nating theor y of 
quarter tones on t he viol in. These quar·ter tones c an be 
produced, only on a stringed i n s trwnent , and cannot be 
stopped by the same finger· . For i nstarlce , G# would be 
played by the second f inger on the E string , and A~ by 
the t hi:r·d finger , A'tl being a quarter of a tone h i gher than 
1:0 
G# · Geminiani includes an expl anato r y chart of a f i nger-
bo ard divided by fret s, whi ch disti nguishes between the 
11 
chromati c tones an d their fingeri ngs . 
- .!-~-1 £ 
A 
- - -) 0 
(!> e_' 
- - -7 c. 
- -, -
10 In t h is treatise , Gertiniani clear l y di stinguishes be-
tween all types of intermediate tones , i ncluding n atural 
diatonic , equal tempered, Pyth agorean, and chromatic . 
11 A· Rapinsky , "Geminia.ni 1 s Schematic Fi ngerboard", 
Payers of t he A·M.S ., 194~ 
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~~ether Giminiani intended this to apply to the purpose of 
"perfect" double-stopping is unknown. The art of double-
stopping was first treated extensively by Tartini where 
this minute difference in quarter tones satisfied ideal 
int on a ti on. Geminiani gives exZ'amples of the diatonic 
i 2 
ru1d chromati c scales stating: 
··~ ···the chromatic scale must be composed of the 
greater and lesser semitones; and that the 
octave must also be divided into twelve semi-
tones, that is seven of the greater and five of 
the lesser ••• 
The purpose of Ginrl.niani 1 s "The Art of Playing the 
Violin" is for the pupi l to acquire a technique of bowing 
that will produce a tone "that shall in a manner rival the 
most perfect human voice." With all of his instructions 
Geminiani gives short compositions to which they apply. 
He considers the art of bowing of supreme importance; 
For it is to be held as certai n principle that he 
who does not possess, in a perfect degree, the 
art of bowing, will never be able to r·ender the 
melody agreeable, nor arrive at a facility in 
the Execution. 
Geminiani describes various procedm~es of bowing rules , 
e.g. tiThe bow must always be drawn parallel to the bridge ••• " 
12 Ibid. 
ea. 
ru1d he gives a series of various exercises wh ich include 
all bowing problems: 
\&; tfu II (] I [t ~ J II ;p1l ]1ft li 
Geminiani's sonatas are characterized by spirit, 
Vivacity, melodic expressiveness and the technical 
brilliance displayed in his teachings. His c minor 
13 
Sonata in particular, displays these qualities. The 
very vivacious second movement (of this fourment son ata) 
displays this technical challenge as the following ex-
ample from the second section illustrates: 
~~------------------------------------------------------------~~ 
13 F. David, "Die Hohe Schule", p. 87 
·----------------------------------------------
In direct contras t to this brilliant movement, the 
Siciliana captures pure Italian melody: 
The final movement of this sonata, thou gh not a Gigue, 
con tains among its four different rhythmic patterns, a . 
section of triplets causing the Gigue feeling. As in 
the second movement, Gelniniani displays some interesting 
technical difficulties in arpeggio .figures and multiple 
stops: 
-~--------------------------------------.- ----
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The artist to whom Geminiani was the greatest rival# 
was France~£ Maria Veracini (1685-1750) who was born and 
died in the same years as Bach. Although Gemini~li was 
his rival, he was not veracini's equal in spontaneous 
pure melody. Born in :B'loren ce, Veracini received his 
musi cal education under the guidance of his m1cle 1 
Antonio Veracini, who himself was a noted violinist and 
composer of sonatas. veracin i spent his life travel i ng 
a great deal throughout Europe, and he held positions in 
Dresden, England, and Italy, and he was also greatly 
14 
admired in Germany and Bohemia. As a virtuoso, 
Veracini impressed Tartini who heard him perform in venice 
in 1714. He detected novel and interesting effects in 
Veracini's writings, which convinced him that a new path 
of . violin music had been taken. veracini 's music aimed 
at pel"'fection of form, combined with progressive tendencies. 
These are the joining of severi ty with passionate e~pression. 
14 For an interesting account of the anecdotes of the many 
careless mishaps Veracini encountered in his travels, 
such as the loss of his two Stainer violins , ref. Prugin, 
"Le Violon"# PP • 95-96 
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His violinistic idioms display technical perfection and 
his ideas are fl"esh. The basso continuo lines of his 
sonatas proceed with elegru1ce and his melodies are pure, 
clear, easy, ru"ld supple. This melodic genius of Veracini, 
plus his solid musiciru"lsh i p , gave him top position among 
his contemporaries. Like many composers of the period, 
he was a follower of eor·elli, yet was more modern than 
either corellt or Tartin i. He had grace, vivacity, 
pi quancy, and elegru1ce. His music is not absorbed in 
de ep e moti on , for the music of the time did not demand 
de ep emotional treatment. However' , Veracini possessed a 
magnificently expressive melodic style. His forms were 
varied and his modulations rich and beautiful. In England 
he was often referi'ed to as "too flie?;hty 11 but England was 
steeped i n the reserved art of Purcell an d h is contempor arie s, 
and was not l"eady for the vigor and musical warmth of 
verac L!i. Violin music at this time was still in an in-
fantile c ondition, and thus, we are bet ter able to 
appreciate t h e addition al strength and meaning which 
verac ini gives to the vi olin. 
veracini wrote several operas duxing his lifetime 
among which "Adr'iano" was his most frunous. He published 
many works including two collection s of t welve violin and 
c ontinuo s onatas (opus 1 and 2), and he left in mar1uscript 
several concertos. verac ini died in Pisa, the city to 
which he retired in 1747 . 
Tne two sets of twelve sonatas each (1721-1744) 
comprise veracini's violin works of prominence. His 
twelve sonatas of opus 1 are jewels among the violin 
li ter·ature of this period. They are unsurpassed in 
melodic freeness and gaiety, original in form, and a store-
house of all the technical idioms up to his time. The 
nUL"lber of movemen ts in his sonatas vary from t hree (opus 
1, no. 10) to five (opus 1, no. 1) although the bulk of 
his s onatas remain in the standard .four movement fol"m• 
ver acini offers great Ol"'iginali ty and variety in the types 
of movements he employs; particularly in the use of dance 
forms., which CI'eates much of the ch arm of' t hese s onatas. 
Veracini 1s great variety o.f movements from opus 1 comprise 
the forms of overtUl"e, Al"'ia,Paesana, :Minuetto, "Giga" 
(Sonata no. 1);. Preludio, Allemru1da, Largo, Rondo (Sonata 
no. 2); Fantasia, Pastorale (no. 6); Ritornello (no. 10); 
Intermedio and Capriccio (no. 12). 
Veracinits sonatas do not fall into t h e typical set 
of slow-fast-slow-fast Italian form. Although a majority 
of his movements are of con trasting character, there are 
sonatas which aim at creating a central mood through 
similar movements, r·ather than a collection of contrasting 
88. 
pieces. An exrunple of t h is type is Sonata no. 12 from 
opus 1. Thl"'oughout this complete sonata veracin i creates 
a mood of melodic purity, a sustain ed cantabile style 
without the sudden burst of a Gigue or an Allegr·o movement, 
with t he exce ption of the final Capriccio which maintains 
a light ru1d airy style. It is slightly livelier than its 
preceding movements. The beauty of Veracini's linear motion, 
his flowing plau1tive melodic lines, is so well illustrated 
here. one of his most poi~1ant melodies is the Aria from 
15 
this D minor Sonata. It employs the typical expressive 
verac ini device of the rising sequence which always seems 
to create a plaintive cry and a feeling of continuous up-
ward striving s, as can be seen in the following three ex-
' 
amples f r om sonata no. 12: 
15 All examples on Veracini are from 11F.M. Veracini , 
Sonata per Violino e pianoforte n, opus 1, Pizzetti 
and Corti, Milano, 1919. 
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In turn~ these upward motions are always balanced by a 
downward melodic sequence, as the continuation o£ each 
of these themes shows:. 
. . -e.lc . 
- veracini often applied the device of varying themes 
within a movement. In the midst of the Capriccio from 
sonata no. 12, the tempo diminishes from sixteenth notes 
to a theme of quarter and eighth notes, which is followed 
by ru1 .elaboration of the theme, again in sixteenths: 
veracini•s sonatas are full of every type of violin 
16 
technique present in the entire violin literature up 
to his time. There is no great display of huge triple 
and quadruple stops, yet Veracini does display a per-
formers skill through a series of difficult double-stop 
passages, such as in the Allegro f r om Sonata 10: 
With the use of ornamentation , particularly trills, veracini 
often cre a tes a connecting relationship between one move-
16 Excluding a few novel effects employed by Vivaldi. 
rnent and the next, such as the Ol"naments between the 
Minuetto and "(riga" of Sonata no. 1:: 
' . 
----------------------------~~-
or between the Fantasia and its following Allemande in 
sonata no. 6: 
17 
A fugal type movement similar to that employed in 
Bach's G minor Sonata, was also used by veracini. The 
relationship between the two fugues is very close, in-
cluding the repetition of the first three notes. veracini 
cr·eates three distinct parts in which the continuo serves 
as the t hird entrance to the theme: 
17 Like that appearing in the Geminiani Unaccompanied 
Sonata. 
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= A very common device among Baroque violin composei's , was 
the use of' pedal point figures in rising or falling sequen-
ces. This idiom can be found throughout Vel"• acini r s son atas. 
The following examples are from t h e second Allegro of 
Son ata no . a, the Rondo of Sonata no. 2, and t he Allemanda 
of Sonata no . 6: 
--
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- The usual techniques of arpeggiated figures, runs, wide 
skips, and sequences are also frequently practiced by 
veracini. However, the qualities for wh ich Veracini wil~ 
always be remembered are t h e vivacity and gaiety displayed 
in his fast movements (such as the "'igasll to Sonatas no. 1 
an d 6 or the Alle gro to Sonata no. 8 ), and a certain g race 
and ele gance wh ich is alway s Pl"esen t in his music. 
The idea developed by Corelli of using the violin 
as a two v oiced instrume n t, was gradually taking hold 
during the middle par•t of the centur y. It was displayed 
more and mbr e through fu gal movements i ncorporated i nto 
the violin sonatas. This idea of the creation of two 
distin ct voices on the violin , was furth er exemplified 
through the solo sonatas of Nicola Pol"pora ( 1686-1769). 
Porpora was a pupil of' Scarlatti, and like his master, 
94-· 
was a prolific composer of both operas and sonatas. 
Porpora was also a teacher of Haydn. 
The accomplisrunent of the violin as a duo-voiced 
18 
instrument, can be seen in Porpora's G Major Sonata. 
The sonata consists of four· movements, Grave, Fuga 
(Allegro), Aria (Cantabi le), and Allegreuto Moderato. 
The fir·st movement displays two complete voices on the 
violin, each one of whi ch is equal, Wnatever r hythm one 
voice displays , t he other answers it in the same rhythm: 
This same style is carried over to the second movement 
which is entitled "Fuga" but is actually not a fugue. 
Ther•e is not one instance in the entire movement, whei.,e 
the voi ces enter in succession with the complete fugue 
theme, but t h er•e is ra ther• ru1 imitation in the voices of 
two motifs from the theme: 
18 F. David, "Die Hohe Schule n, p. 16 
--· 
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The sixteenth note motive however, never seems to appear 
in the upper voice, but does so several times in the 
accompaniment. After eleven bars of fugal material the 
movement becomes a virtuoso type consisting of rapid six-
teenth note sequences, similar to those seen in veracinits 
sonatas. The rolled arpeggios towards the end of the 
movement are strikingly similar to the common inter -
pretation of improvisation of the chordal passages in the 
Bach D minor Chaconne. Bach himself indicates the break-
ing of the chords in this manner: 
The third movement is a slow Cantabile Aria which is 
characterized by a dotted rhytl~. Thr ough sequences, 
Por·pora shows the same gl'adual rising effect pointed out 
in the Ver•acini sonatas:· 
- ·-·-, 
~------------------------------~' 
The final Allegro movement is the liveliest one of the 
Sonata. Filled with arpeggios and triplet rhythms, it 
suggests the foreruru1er of the final Gigue which character-
ized later Baroque suites and sonatas: 
In spite of the presence of one written voice, Porpora 
creates t h e two voi ce feeling through resolving lower 
notes in his triplet figures: 
Another exrunple of the two voiced treatment of Porpora, 
closely allied with the Fugue movement of veracini 1 s 
Eighth sonata, is a movement from Porpora's D Major 
19 
Sonata. rn this sonata the basso continuo is also used 
as a third voice, which bring s in the second complete 
entrance of the theme, in bar 7. The countersubject which 
appears i n bar 2, is t h e reverse of the subject: 
The founder of the very impor tant school of violin 
playing at Padua, was Giuseppe 'Tartini (1692-1770). With 
his nmne is associated the development of t he moat i ndis-
pensible part of violin technique, the bow. Next to 
Corelli, Tartini is con sidered the greatest representative 
19 Moffat, 11Kammer-Sonaten", vol. 4, no. 19 
98. 
of the Italian school, having been equally eminent as per-
former, teacher, and cornposer. Tartini was born !l.t Pirano, 
in rstria, on April 12, 1692. His ear·ly youth was spent 
at a monestar•y in Istria in which he not only devoted 
himself to the study of' music, but to the art of fencing 
as well. By 1710, he attended the University of Padua 
for the study of Italian Jurisprudence, but soon gave it 
up in favor of music teaching . One of his pupils was a 
young girl with whom he eloped. His family was so upset 
over the incident, that Tartini ran to .Rome to the san.ctuary 
of a Roman monestary. Here his character changed from a 
quarrelsome n ature to sweetness, ru1d h e subsequently gaine d 
a devoti on to music alone. 
In 1713 Tartini became teacher at the new academy of 
music in v·enice, f ounded by the King of Poland. It was 
20 
during t his time that he heard Vel"'acini perform, and 
was so amazed at hi s playing that he recommended his 
studies on the model of Veracini. Tartini now developed a 
style and skill in violin playing which placed him above 
20 Ref. P• ~5 
21 Hart, "The Violin" P• 131, desci'ibes Tartini as a per-
former s aying, " ••• his slow movements evince his taste 
and expression, . and his lively ones his great hand." 
99. 
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his contemporaries as a renowned virtuoso. 
By 1721 Tartini had found his true vocation, and 
was appointed solo violinist and conductor to the church 
of st . Anthony at Padua . In 1723 Tartini made his only 
trip out of' Italy, to Vienna, but by 1726 returned to Padua . 
1728 he founded a school of music in Padua, a town which In 
he never left again . Students from all over the world 
came her•e to study with him, arnong whom were Nardini , 
Bini ,~ Alberq;hi , and Ferrari . 'l1artini spent a peaceful life 
in Padua, where he died in February 1770, deeply mourned 
by all . 
rt was during hi s earlier years (about 1713) t hat 
22 
Tartini discovered his "Theory of the 'lhird Sound" 
is important to mention as a great contribution to the 
which 
field of violin tone and musical acousti cs. The object of 
Tartini 1 s theory is the production of a third tone of a 
chord when only two notes are sounded together. That is, 
in soun ding two upper• notes of a chord on the violin, a 
2.3 
ti.'li r· d note , which forms the bas_s, become distinctly aud:li.-ble, 
(if thirds and sixths ar•e per·fectly in tune). 
22 From his "Tre atise on Mus i c". 
23 Ham.eau expounded a theory that the third sound was pro-
duced on lower notes and heard in the treble. 
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For exarnple, if t h e violinist sounds open G on t he fou r th 
stri n g , and play s E upon the thi r d str i ng , a del le ate ear 
will pe l"Cei ve t h e f ou r th of t h e G, or C, an d also its 
lower octave , (the fifth below o pen G) open C (fourth 
string of the viola). 
Tartin i was t h e or i gi n ator of certain improvements in 
bow c on s truction a n d an advoc a te of n ew prin c iples of 
violin pract i cing i n which t h e b owing was con side l"'ed t h e 
most i mp m."tan t aspect. Ta1•tin i 's bowing techniques were 
presen ted i n h is treatise "The Art of Bowi n gn, i n which he 
wrote fift y var i a ti ons on a Gavotte t heme by Cbrelli. 
~~·~------------------------------------
It is also most e nlighten ing to see Ta r tin i as the 
i nnovator of new technical s kill s , n ot on ly in h is bowing, 
b u t i n t h e left h and as well. tl'h r ou gh a letter to one 
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of his pupils, Si gnora IVIaddelena Lombardini, we have an 
actual account of 'I'arti ni •s pe dagogic al methods, and a 
glimpse i nto the basis of t h e technical skills displayed 
i n hi s sonatas., This letter gives a lesson to violini sts, 
covering the realm of bow technique, left hm1d position , 
l4 
shifting , and vibrato. The letter states that~ 
Principal practice a nd study should ••• be con fined 
to the use ru~d power of t h e bow ••• first study 
therefore, should be the true manner of holding, 
balancing , and pr essing t h e bow li ghtly, but 
steadi l y up on the stl'ings •••• After this, in order 
to acquire t h at li ght pulsation and play c;,of the 
wrist, fr•om when ce velocity in bowing arif s, it 
will be best for you to practice eve ry day, one 
of the allegr•os,of which there are t hree in 
Carelli's solos." 
In regard to the left hand Tartini suggests the playing of 
a small section of a co ncerto or sonata with t he hand at 
first completely at half position , then at first position, 
t hen at s·et.enc1 po sition , th·~~a!., etc., but to never move 
25 
the h and out of its position . 
The t hird essential pa r t of a. good performe r on 
t h e vi olin ••• is the making of a. shake, and I 
would have you practice it slow, moderately, 
24 Dr. Bur~hey, trans. "A Letter :B,r·om th e Late Si gnor Tartin i", 
Londmi. , 1779. 
25 I bid . 
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fast and quick ••• diffe:r·ent kinds of shakes; for 
the same shake will not serve with equal propriety 
fo:r· a slow move as f·o:r• a quick one; 
rrhe greatest bulk Of 'I'a r tini IS WOrks a:r•e dedicated 
to the form of the violin sonata. His works consist of 
opua 1- Con certos, opus 2- a set of six sonatas for violin 
an d bass, .engraved in Rome in 1734, opus 3- twelve sonatas 
26 
for violin and bass, opus 4- six con certos with accom-
paniment, opus 5 and 6- sonatas for violin and bass, opus 
6-i -solo son atas for• violin and bass. Tartini wrote in-
elusively over 100 violin sonatas which rank as the finest 
for that instrument. The importance of his son atas lies 
in great variety of expression as well as fi guration. No 
t vw are alike in poe tical co n cept i on, and even their formal 
construction shows a great variety. 'Ibis is probably a 
result of a.n instinctive feeling that the existing for·m 
was no t satisfactory enough to enable him to express his 
ideas. For example , his "Devils Trill Sonata" is divided 
into nine sections, and his D Major Sonata 27 is i n the 
tradition al four movements. 
26 The first six of these F~tes remarks are identical m 
opus 2. 
27 E'. David "Die Hohe Schule II , p. 71 
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"Le Trill du Diable" is one of the most difficult 
sonatas in the entire violin literat'LU'e, and the best of 
all of Ta:r·ti ni 's sonatas. The s tol""'Y behind this title 
28 
has been related by T artini 's pupil Nardini, as follows: 
He said t h at on e night he dreamed t h at he entered 
i n to a con tract with the devil, in fulfillment of 
which his Satanic Ma jesty was bound to perform all 
his behests; he placed h is violin in his hruJ.ds and 
asked him to play, and t h e devil played a sonata 
so exquisite, that in the delirium of a pplause 
which he was bestmvi ng , he awoke, t::u"'ld flew to the 
i ns tr•ument to retain some of t h e passages, but i n 
vain1 They had fledl Yet the sonata h aunted his 
i ma g i nat ion day and ni ght, and h e endeavour·ed to 
compose on e i n i mitation wh ich he called "The 
Devil' s Trill n. 
This "Devil' s Trill Sonata" is i rre gular in form, divided 
i n to nine sections which alternate between slow and fast 
tempos. Tar·tini 's use of t h e trill in this sonata served 
more t h an the purpose of merely displaying technique. He 
was dealing with the discovery of his new acoustical 
phen ome n on; t h e existance of the differen tial or combination 
ton e;: t h e t h ird sound. For example, in the fi n al movement 
Tartini combines Ol" alternates double-stop passages with 
trills under which, a second line, or a bass, is moving. 
This produces an almost erie effect. 
28 It can be found in Hart "Th e Violin", p. 213 
~ 
· ~· -------------------------------------------------------------
The complete sonata is filled with chromatic runs, wild 
skips from string to string . (bringin g in the bowing 
skill), arpeggiated passages, difficult double-stops in 
Allegro tempos, and countless trills and turns. 
Tartlni's sense of form and balance cannot be over-
looked. It is displayed so clearly in his first move-
ment, Larghetto Affetuoso. T.o.e movement is divided into 
two twelve bar sections, each with repeat. The second 
section does not repeat anything of the first, but is 
rather an elaboration of it in double stops. Tartini 
makes the ends of each half correspond in rhythm, making 
the passage stand out from all the rest more characteris-
tically than usual, and creating a \)ilance between the two 
29 
aections. 
29 This is reminiscent of a similar technique which Bach used 
on a greater scale when he employed the same music at 
the beginning and end of his Ttst. John r s Passion" and 
his motet 11 Jesu meine Freude", creating a pe:fifect balance. 
105. 
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In the D Major Sonata, Tartini's aim, in 
contrast to the "Devils Trill" , is to create pure ex-
pressiveness rather than the display of technique. The 
major technical difficulty is in the n umerous con secutive 
t h irds passage s in the second and third movements. Only 
twice, in t.'IJ. e en tire sonata, through two small scales 
. 
passages, does Tartin•tJ g o beyon d the third position . The 
small bulk of bowing problems comes i n the secon d and 
fourth movements where double-stops are combined with 
rapid string crossings in ei ghth note fi gures: 
~- -----~--------------------~------------------------------------------~ 
The most i n teresting aspect of t h e entire composition is 
Tartini 1 s attempt to make each movement a var•ia ti on of 
on e t h ematic idea. The thematic idea itself is of t h is con -
struction---. 
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Each movement opens with this idee. in a n~w characteristic 
rhytbm which is embellished i n t hir•ds as the movement 
develops. Prom t h ese themes alone, it is easy to see the 
other side of t h is truly great technical genius- the art of 
expression, which is adhe rent even in the Allegro movements: 
It seems that in melodic movements, Tartini does not 
extend past the third position. He rather r emains with in 
the confines of the human voice. The higher posit i ons are 
reserved by him for technique difficulties in t he virtuoso 
sections. Mai nwaring in h is "Memoirs of the Life of Handel" 
51 
describes this technique of range in me lody saying : 
All his melody is so t ruly vocal i n its style and 
character, that those parts of it which do not exceed 
the compass and powers of a voice, one would a~nost 
i magine were i n tended to be sung ; the most difficult 
passages bear t h e same character which was very apparent 
when they were executed by himself; ruLd all of the 
rtali ans were so strongly sensible of t hi s ••• 
31 Quote reproduced in Hart , "The Violintt, p. 2ll 
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Thus Tartini was on e of the few origi nal geniuses 
of his age, displaying melodies an d forms of fantasie 
ru~d expressiveness, a nd creating a challenge which could 
be met only by the most gifted viol inists. 
One of t h e most common methods of deviation i n fo r m 
during t he Baroque period, was in the application of the 
variation technique to t h e son ata. Tne use of a t h eme and 
variations is a feature t hat was applied to several Ba r oque 
f or ms, particularly t he Suite type known as t he Partita. 
Howeve r , this feature is not as common in Ba r oque solo 
sonatas, ru1d to fi nd such deviat ions makes one t h ink that 
t he term "Sonata" still mean t merely a set of con trasting 
movements e n abling t h e expressi on of val"ious moods and 
tecrilliques. Pietro Locatelli (1693-1764) applied t h is 
t ype to h is so n atas. 
Locatelli was born in Be rgamo, but i n th e e arl y p art 
of his life h e wen t to Rome in or der to study the violin 
with Corell i. The master's teach i ngs en abled Locatelli 
to have t1 ... emendous suc cess as a vil ... tuoso t h roughout Eur ope. 
He later set t led in .Arnsterdam whe re h e spen t t h e remainder 
of his life . I n t h is city he gave lessons to a young 
artist nru~ed Lorenziti, t h e only pupil of his of whom t r aces 
h ave been f ound. This is surpr•ising as Locatelli rs great-
ness as a f ounder of a schoo l of violin technique falls 
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close to his rna s ter Col"elli, and con temporary Tartini. 
Locatelli's compositions con sist mainly of concertos, 
caprices, and studies, with opus 5 devoted to sonatas 
for t wo violin s and bass, and opus 6, twelve solo sonatas. 
His t r ibute to t he technique and style evolved fr·om his 
teacher· Cor·elli, appears in his opus 1 of 1721, with twelve 
con certos in t~e style of Gorelli. 
Locatelli's music is artistic and rich in inven tion 
and ele gru1ce. His technique is extraordinarily difficult 
particularly in his frequent fast tempos, an d h e is t h us 
labeled as the precurser of Paganini. However, combined 
with this, Locatelli displays some pure and char ming melodic 
material. 
A great deal of t he elegan ce of Locatelli's melodic 
line is due to t h e r h ythmic quality a nd variety wh ich he 
employs, as can be seen in his G minor Sonata 32. Through 
a combinat i on of .rr-J and dotted r hythms, his melodies 
become both ch arming and full of var iety as we can see jn 
t h e ope ni ng melody of t h e first slow movement. 
32 F . David "Die Hohe Schule" , p. 82 
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As it appears in Da.vid 1 s "Die Hohe Sehule 11 , this sonata ha.s 
-. .. 
four movements, however, as David indicates, the third 
movement, Adagio is from another sonata. If this is 
actually a three movement sonata ( which is very likely 
from the character of the movements) it is part of the 
three movement trend started by Legrenzi and carried on 
through several sonatas of ·.C,orelli, Vivaldi, and Veracini. 
The three movement form was usually gF§~yed to later sonatas 
(late 18th and early 19th century) which still had the 
"Sonata. da Camera" title or application; that of a slow 
prelude, a dance movement (Allemande, Cotirante, Sarabande etc. ) 
and. ending ilJ. a Gigue. 
Locatelli entitled this particular com.position "Sonata 
da Camera". .Its .first movement is slow Emd must he,Ve a .free 
-prelude chara.cter due to its rhythmic embellishments. The 
second movement is an Allemanda (the dance movement whi ch 
gives the sonata its title) in a moderate dance-like . tempo 
to wh ich Locatelli applies his rhythm; 
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This Allemanda is also in repeat bi nary form with the 
Secon d section car:r•ying t h e theme i n t h e dominant, D 
Mi n or. 
The t h ird, and final movement is in the usual Gi gue 
style, triplet patterns in 12/8 time. Although this 
sonata is not one of the more difficult sonatas of 
Locatelli, t h is final Gigue movement provides some technical 
challenge to the performer in a clean execution of the 
frequent string crossings in a fast tempo. 'rhi s movement 
is also i n the same form as t he Allemm1da, with t h e 
Tnematic ma terial in the dominant in the second section. 
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Another interesting example of Locatelli's use of form 
can be seen in the Variation type which he applies to his 
B Major Solo Sonata. This sonata con sists of three main 
movements, the first a slow one, the second fast, and the 
third, a set of var iations. The theme of the variations 
is stated in its entirety i n the first movement of, the 
variations. This section is in the usual t wo sectioned 
or double period A B form; • being eight measures in 
length, ar.td B twenty measures. The four variation s of the 
theme are each in the same structure of A B and of a fast-
slow-fast relationship. They express a variety of technical 
skills (such as is the purpose of any variation work), . 
namely double-stops, sustained tones, and arpeggiated 
string c:r·ossings, the basso continuo part is noteworthy as 
it appears as a type of ostinato bass in which the same 
harmonies are indicated in each new variation. 
Even within single movements Locatelli displays the 
most interesting forms such as that in the Adagio movement 
33 
from Sonata VII in F minor. It consists of an alternation 
between seven bars of cembalo improvisatory passages, and 
one long virtuoso type solo passage in the violin. The open-
theme itself is in double-stops and in a chorale fashion. 
33 J.P. Cartier•, uL'ar·t du Violon 11 , Paris, 1803, P• 314 
~ 
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Thus the sonata form was almost secondary to the c omposer's 
aim of di splaying newly found techniques in performance , in 
a period that -was overflowing with the desire for virtuos ity. 
In son atas such as t h ose of Bartalomeo Bernardi (1 6 ?-1732) 
t he most advanced techniques were displayed . Complete 
movements were devoted to arpe ggio t1•ea trnent or triple-
stops , fo rmi ng polyphonic textures of brilliant figurations. 
It is for t h e purpose of this display that Bernardi ' s sonata 
movements ra1.1.ge f rom seven to nine in numbe r , and a re composed 
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mainly of dance - type and variation movements. 
I 
Pietro Castrucci (1690-1769) was another rn.ember of' 
the advanced technique school. He was born in Rome, and 
subsequently a pupil of Carelli. Castrucci's music is an 
interesting combinat i on of the melodic elegance of his 
teacher and the technical bi•illiance of his contemporaries. 
As a virtuoso , Casturcci held a position in the service 
of the Earl of Burlington , whose concerts were of ten 
directed by Hru~del. It was through perfo~ming the violin 
·solos of Ha.rJ.del in t h e t h eater, that Castr ucci g ained his 
great success. His worlcs which were published in London, 
con siste d of two collections of son atas "a violino e 
violin i o cembaloll (opus 1 and 2) and ar10ther twelve 
con certos. His sonatas are rich in pathos and originality 
and con tain often a fiery enthusiasm wh ich reflected upon 
his eccent~ic charact~r. 
As a pupil of Co:C'elli , Castrucci displayed much of the 
charm and melodic de pth that his mastel'' did. Howevel~ ., 
Castrucci 1 s period was entwin ed i n the virtuosity of violin 
display which lay in the brillia~ce of the concerto. 
Castrucci himself composed a larg e number of concertos. 
AD.:. e.x.ce l _l _e_n_t .. e_xample of the vivacity with which he displayed 
t h e performer , appears in a Fugue from his Sonata XII , 
11.3. 
opus 1. 34 This Fugue is in sco:r·datura tuning, the regular 
t uning of the violin being changed to 
• The 
fact alone that this is a fugue presents the problem of 
double-s topping which we can see in its opening ei ght ba.r·s. 
The t heme is eleven notes in length and enters first in 
t he ~iddle voice, in the upper in bar 4, and in the 
cont i nuo in bar 7: 
' -
• 
( 
I+ \ 
· ; 
34 J. B. Cartier, "L'art du Violon", pp . 303- 3\3 
The remainder of the movement is taken up v1i th typical 
arpeg3io type fi gures! 
-
several interesting triple-stop figures in bars 39-45 
include instructions for "Arpe g gio" and 11 Le ggat o 11 , again 
i ndi c ating the improvisatory character of Bar·oque violin 
music f. 
Ele g ance and technical spirit had become the standard 
35 
trait of t h e Italian Rococo s onatas of Felice Giardini 
( 1716-1796) • Giardini wh o was born in Turin, received his 
35 Giardini , Barbella, Lolli, and Nardini be l ong to the 
transitional period between Baroque and Classicism. 
This period is called the Rococo , a.I"'J i() i-11c.luii·E.'J 1-te~e Jue 
t<> 1t!> , ~rortii.nt.e In i-h~ 1'~~1 8evdorrnt=ht c~ 'Hu. solo sc.,ara. ·,..., .:tta.l~. 
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education under the guidance of hi s master Lorenzo Somis, 
who himself ranked hi~h among the violinists of his time. 
It was through Somis that Giardini became acquainted with 
the sonatas of Corelli, Giardini traveled to London where 
he held position of leader of the opera orchestra. His 
compositions, consist of duets, trios~ quartets, quintets, 
and a set of twelve "Sonate a violino e basso", London, 
1765. 
Giardini employs a great deal of trills and grace 
notes i n his violin music , particularly in the Adagio 
movements of his sonatas. These movements are usually 
ahort, melodic , and heavily burdened with ornamentation. 
But , Giardini seems to shine most brilliantly in his fast 
movements. Not only are they lively and light , such as 
the opening bars of the spirited Allegro movement of 
Sonata X 36 di splay, 
• 
36 All examples from Giardini, Felice , 11XII Sonata a Violino 
e Basso 11 , 1765, Londra 
--
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but they possess a great deal of educational value as 
exercises for the violinist. His fast movements are a 
storehouse of various bowing techniqQes; string crossings, 
sustained tones, arpeggios, and scale passages. This is 
examplified in the second half of the Presto Assai move-
ment from Sonata VII: 
(. !1 
• 
' • _g_ 
' -e-
• 
• 
• 
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He also empl oys tricky double -s t op passage s such a s the 
opening Alle gro movement f'rom Sonata IX 
ftl\-e~~o- k..,._ :u. 
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The Presto movement f'rom Sonat a XII, with its arpeggiated 
openi ng seems. like a f'orerunner of' Bach's arpeggi ated 
Pr esto f'ro m the G Minor Unaccompanie d Son ata : 
7 
--+ 
.... 
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+ 
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Ranking along with Giardini is Emanuele Barbell a 
(1725-1777) , another v i olinist of the s ch ool of Tartini. 
Like Tartini , Barbella belonged to the growi ng trend of 
technical display and difficult figurations , combined 
with the highly ornamented quality of Giardini . This 
style is exemplified in the opening movement of his E 
MaJ· or Sonata 37 • It · t f t~· · · · f cons~s s o ~ J O~n~ng o ornamen-
ted turns with rapid arp,eggio passages: 
37 J .B. Cartier , ''L' art du Violonn , p . 155 
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With Antonio Lolli (1728-1802) virtuosity came closer 
to the type of which Paganini was the leader. Lolli was 
born in Bergamo. He entered the service of the Duke of 
Wurtemburg at Stuttgard, in 1762. As a virtuoso , he was 
a rival of Nardini. His works are made up of concertos 
and sonatas with opus 1 , 3, 9, and 10 containing six 
sonatas each. 
1.20. 
The brilliant technique 1-hich paved the groundvlOrk 
. 38 ~or Paganini can be seen in Lolli ' s B~ Major Sonata 
6 
in whi ch s cordatura tuning is applied. The accompaniment 
o.f this sonata, prescribed ~or "Bassett, is Hri tten in the 
trebl e cle~ , and no where are ~igures indicated . It seems 
~rom the techniqQe of this second part , that it is com-
pletel y possible to play it on a second violin . In the 
opening Allegretto movement , Lolli not only displays 
speed, but employs the brilliance o~ the highest violin 
registers . This movement begins with concerto vivaci ty . 
It carries no melody and is merely a display o~ arpeggio 
and scale patterns, 
-
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and high leaps . 
38 A. Lolli , "Six Sonatas pour Violon e Basse 11 , Paris , 
(without .year ). 
\ 
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T~is continues through the movement with rapid patterns 
high on the E string. 
The third movement displays the Charming side of 
Lolli's music. It is a Rondo whose lively melody clearly 
approaches the style of a classical Mozart Rondo. It 
consists mostly of double-stops in thirds, with Funs 
interspersed among the melodic fragments: 
A very interesting example of Lolli's Adagio treat-
ment appears in Sonata II in A minor 39 • · This sonata 
contains only three movements in ~~~ich the Adagio is the 
fin8l movement . This in itself is <pi te strange as a 
sonata seldom ends with a slmv- movement . The Adagio has 
very little melodic qQality. The interest lies mainly 
in its improvisatory character . Either in, or between 
several measures , Lolli has added scalewise display 
passages with no indication as to time value , which meant 
39 Ibid . 
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that it was purely up to the perf'ormert s interpretation: 
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The f'inal great member of' the Italian violin school 
was Pietro Nardini (1722-1793). Nardini was born i n the 
village of' Fabiona, in Tuscany. Like Lolli, Nardini was 
one of the great virtuosos of his day, serving the posi-
tion of member of the orchestra of' the Duke of' Wurtemburg 
in Stuttgard. This orchestra consisted of' three roremost 
European violinists , Nar dini , Ferrari , and Lolli. Followi~~ 
this position , Nardini returned to Leghorn, where he 
originally r eceived his early musical education , to be-
come 11Solo-Violinistn to the Grand Duke of Tuscany. He 
died there in 1793. 
Nardini was the first , and the greatest pupil of 
L~o Tartini. Burney gives an interesting account of the 
relation bet1vea11 the tvm men, saying ••• 
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Tartini' s ••• scholar, Nardini , uho played to 
me many of his best solos , as I thought , very 
well , with respect to correctness and expression, 
assured me that his dear and honored master , ••• 
was much superior to himself, in the perf'ormance 
of the same solos, both in the pathetic and 
brilliant parts , as he rrras to any one of his 
scholars. 
On hearing Nardini perform, Burney sruus up his accomplish-
t i 41 men s say ng ••• 
••• Signor Nardini played both a solo and a 
concerto of hi s o1-1n composition, in such a 
manner as to leave nothi.llg to wish: his tone 
is even and sweet; not very loud, but clear 
and certain; he has a great deal of expression 
in his slow movements , which it is said he has 
happily caught from his master Tartini •• •• In 
short, he seems the completest player on the 
violin in all Italy •••• 
Nardini 's compositions cover the fields of quartets, 
Burney, "The PT•esent State of IvJ:usic 11 , p. 131-132 
... 
Ibid, P• 258 
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flute trios , and violin solos , opus 2 consisting of six 
sonatas for violin and bass. In his sonatas , Nardini 
not only carries on the technical teachings of Tartini , 
but shows a close resemblance to those techniques employed 
by his greatest contemporary J. s. Bach. 
In his Sonata in G Major 42 Nardini's interest seems 
to lie mainly in the technical achievements of the violin-
ist. Since technique was the aim and concentration in 
musical composition during the middle and late Baroque 
period, a sense of liniar beauty Has often sacrif'iced. 
In Nardini's sonata particularly, the melodic lines or 
motives of' the movements seem to be very terse, inter~~pted, 
and jagged in feeling due to his great variety of technical 
display. Howe ver, Nardini achieves some charming results 
through the use of very clever idioms Hhich present the 
technical difficulties. In the follo1.Jing example of the 
solo part from the second movement of the G Major Sonata, 
Nardini works out a combination of trills and triplets 
Hith a series of repeated dominant tones on an upbow 
staccato which produces the effect of scratching chickens: 
42. Moffat, 11Ka.mmer-Sonaten", vol . 3, no. 1.5 
~-3 A similar effect was produced in the nchicken Fugue" 
by the middle Baroque harpsichord composer Pachelbel, 
and later in the Rococo period by Rameau 1 s "La Poule". 
43 
125 • 
. The use of scalewise sequence runs were as common to 
the violin idiom as the broken triad technique . From 
this movement can be seen a series of three thir ty- second 
note scales i.vhich prove to be very close to similar 
passages from the famous Chaconne from Bach's Unaccompanied 
D minor Sonata. Indeed Bach had learned the art of the 
Italian masters : 
~tll!jro J'1~•rc.i"o , ~ Q.\" \ P 
...... 
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The continuo part or Nardini's s onata merely serves as 
the typical Baroque chordal accomp~~iment . Rather than 
rorm a closely integrated voice, the continuo remains a 
harmonic background to further exemplify the soloist's 
technical display. 
A typical example of Nardini's expressiveness and 
artistic display can be seen in his D Major Sonata 44. 
This work consis ts of four move.."ll.ents,' two of which dis-
play the classical binary form of a two sectioned en-
larged movement . The second movement, Allegro con fuoco , 
whi ch follows an expressive opening Adagio movement , is 
a conglomeration of various rhythms within a mass of 
scale and arpeggio passages . It is in a binary form 
closely approaching the Exposition :JI·· Development :l\ 
sections of the classical sonata. The opening scalewise 
theme is developed in the dominant in the B section. 
44 F. David "Die Hohe Schule". p. 36. 
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A second more lyrical theme en t ers in bar 19 of section A 
in the key of E Major ~ and reappears in the dominant in 
bar 45 of the B section45. The upper ranges of the violin 
have now been fully conquered and Nardini thus displays 
in this movement a whole serle s of arpeggio passages which 
extend to the seventh position : 
The third movement, Larghetto is extremely simple and 
unpretentious . It supplies the needed point of relaxation 
in a melody that is beautiful in i ts simplicity: 
- --.~--------------------------------------------------------~ 
The final Allegro movement is again in repeated binary 
form , but contains only one theme ~ first presented in the 
45 In classical sonata form, the second theme is usually 
lyrical , in contrast to the opening theme which is 
lively in character. In the recapitulation this 
theme is stated in the tonic . 
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tonic , and in the second section in the dominant . The 
main difficulty encountered in this movement is an abun-
dance of double stops . The complete theme itself is made 
up of two voices occurring simultaneously: 
We can see from these last sonatas that Nardini re-
presented the culmination and final expression of the 
highest contributions of the Baroque artists , carrying 
of the melodic beauty of Corelli and continuing the 
technical achieva~ents of Tartini . And so it is ~dth 
Nardini and his contemporaries , that the greatest era 
of development of the violin as an instrmnent, its 
technique , and its primary form, the solo sonata , comes 
to a close in Italy. 
CONCLUSION 
and 
SUMMARY 
In swmnary, the history of the solo violin sonata in 
Italy passed through three main stages, paralleling the 
characteristics of the three main periods of Baroque music. 
The end of the sixteenth and beginning of t2e seventeenth 
century marked the birth and perfection of the violin, 
an instrument expressing a period of monody incumbent 
in an age of parlando and recitative styles . Thus, it 
was natural for the form of its music to develop from a 
vocal form, the chanson . Around 1540, when this form was 
transferred to instrumental music , it adapted the title 
"0anzona". 
\iTith the excitement of this new medium, the multi-
sectional form which arose , became the display place for 
the newly found skills that could be produced on the violin. 
Although the name occasionally given to these compositions 
was 11Sonata" , the only formalistic element that they 
contained was a slight attempt at short contrasting sections . 
The composers of the period, Cima, Fontana, Marini , l1erula, 
Verovio, Farini, Uccelini , \ Kempis , and Colombi , mark the 
launching of the violin's most popular form , the sonata. 
As the second part of the Baroque era (the middle of 
the seventeenth century) marked the gro-v,rth in form accompanied 
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by the expression of the bel canto style, so too did 
the Bologna School mark the growth of an actual three 
130. 
and four movement sonata form in solo violin music . This 
1 ... 1as accompanied by a richness of feeling and a nobility of 
style that befitted only the violin. Composers such as 
Cazzati, G.B. Vitali, Bassani, and Antonii, aided in the 
perceptible grmvth of the art of expression, and a greater 
facility in structure . Structure found its definition in 
the forms of Sonata da Chiesa and Sonata da Camera, whose 
proponents were Torelli, Albinoni, Aldrovandini, dell'Abaco, 
Legrenzi, and the greatest of them all, Corelli. Within 
thirty short years, the still experimental solo sonata of 
Cazzati was moulded into an art form which came close to 
that used by Bach. The formal structure of the Baroque 
Sonata became more precise , and each indivi~~al movement 
gained a particular character. Full technical equipment 
was used, but never to extremes , and the lyrical style 
which evolved was the embodiment of charm. 
As the later seventeenth and early eighteenth century 
approached, the Sonata da Chiesa and Sonata da Camera types 
were amalgamated into a formalized sonata type, often of 
three movements , Adagio-Allegro-Allegro, but deviating 
greatly in formalism, due to the introduction of variation 
elements into the sonata; a product of a new age of 
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virtuosity. This three movement trend Has started by 
Legrenzi and continued through the sonatas of Corelli , 
Vivaldi, Veracini, and Locatelli . The violin and all of 
its utmost possibilities l.vere explored and conquered 
through the achievements of Vivaldi , Geminiani, Veracini , 
Porpora, Tessarini, Locatelli 6 Bernardi, Gastrucci, Giardini, 
Barbella, Lolli, and Nardini . Elegance and . technical spirit 
oil~ R e<:oc.O 
became the standard trait of these late Baroque " corrrposer s . 
The violin sonatas of Veracini , Nardin i, and the other l a te 
Italians , were actually little more than suites . The t~~e 
sonata form, 1.-1hich saw its beginning in Germany tbrou.gh 
the art of Bach and Handel , and its culmination with 
Beethoven, was not perfect at the time of Veracini . 
However , ~he roots of the classical form could readily 
be seen in the growing tendency for individual movements to 
follow the form of SECTION A 
Tonic 
SECTION B 
Dominant 
All civilized nations took part in wars at this time , 
ro~d this fact , together with the presence of itinerant 
musicians , influenced the gradual absorbtion of dance music 
into the sonata or suite; the true medium of expression of 
the life of the time . In England the suite took definite 
form. In Genilany, the contributions of Biber , 11/alther, 
and Bach added to the perfection of the violin sonatas in 
a suite-like fonn , often called Partita. In France , Anet 
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and Leclair made their mark in the violin sonata form. 
The most important matter to remember in the history 
of the solo violin sonata, is the rapidity vrl.th which 
advance -vms made towards the realization of harmonic and 
tonal principles of structure, significance of the re-
lation between chords and distinct keys , the appearance 
of regularity, the increased freedom of mo&~lation, and 
most important , the growth and establishment of violin 
technique . These mark the total ability and language 
of the violin, expressed through the form of the solo 
violin sonata i n Baroque Italy. 
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